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The Colombian novel since Clen anos de soledad tends to be 
overshadowed, as a genre, by the brilliance of Garcia Marquez's 
great novel. There ls only one study that takes into account the 
production from 1967 to 1975-- La narratlva actual de Colombia 
y su contexto social by Roman Lopez Tames, Rather than an 
analysis of individual texts, however, this study uses the con-
temporary Colombian novel as a basis for observations about 
Colombian society. Lopez Tames formulates conclusions concerning 
solitude as part of the Colombian national psyche, the nature of 
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the epoch of "la vlolencia", and the role of the church in Colombian 
society. 
Other studies of the recent Colombian novel either focus 
exclusively on the fiction of Gabriel Garcia Marquez or deal 
with the period before 1967. An excellent overview of the con-
temporary Colombian novel to 1967 ls provided by Nestor Madrid-
Malo in his article "Estado actual de la novela en Colombia". 
Carl Pedersen wrote a more extensive discussion of the Colombian 
novel in his doctoral dissertation "Main Trends in the Colombian 
Novel 1953-1967". These two studies provide an update to Evo-
luclon de la novela en Colombia by Antonio Curcio Altamar. 
German Darlo Carrillo outlines the major works of the period 
1960-1970 in an article "La narratlva colombiana (1960-1970)". 
Isaias Pena Gutlerre-,'s La generacion del blogueo Y del 
estado de sltlo provides information about many of the writers 
discussed in this study. His book contains a brief biography, 
an interview, and an extensive bibliography of the youngest 
generation of writers in Colombia, 
The present dissertation is a study of the Colombian 
novel since the publi~ation of Cien a.nos de soledad in 1967, 
It terminates in 1975 only as a matter of practicality; this date 
has no special significance in itself for this study, The first 
chapter is an analysis of the novels of the year 1967 and provides 
a cross section of the fiction of that year through the analysis 
of the three most significant works besides Cien a.nos de soledad. 
The next four chapters are analyses of four specific novels pub-
lished after 1967. The second chapter is a study of Las causas 
supremas (1969) by Hector Sanchez. All of Sanchez's novels have 
been published after Cien a.nos de soledad, The third chapter 
deals with Cola de zorro (1970) by Fanny :Buitrago. Although 
she belongs to the same generation as Sanchez {she was born in 
194J and he in 1940), she did publish one novel before 1967, 
El hostigante verano de los dioses (196J). The fourth chapter 
studies El bazar de los idiotas (1974) by Gustavo Alvarez 
Gardeazabal, the youngest (born 1945) and most productive of 
these novelists. He has published three novels between 1967 
and El bazar de los idiotas, The fifth chapter is an analysis 
of El atone del pa.triarca by Garcia Marquez. The last chapter 
is an overview of the novelistic production in Colombia from 
1967 to 1975, The trends outlined are based on the analyses 
of the individual novels in chapters one through five. Conclusions 
relevant to the entire study are set forth in this final chapter. 
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Two concepts that a.re important to this study, experience 
and dynamism, a.re based on their use in The Spanish-American 
Novel by John S, Brushwood. Experience refers to a novel's 
coming into being. A novel is an experience for its reader just 
as a sunrise is an experience for its observer. The dynamism is 
the factor that vitalizes, and perhaps revitalizes, this experience. 
It sustains the process of change in a novel, 
This study is based on the assumption that the analysis of 
the structure of a novel will reveal aspects fundamental to its 
experience, By structure I refer to a work's basic organization. 
Each specific novel, then, has defined to a certain extent the 
nature of the analysis employed. Thus, I find the use of certain 
ideas set forth by Gerard Genette pa.rticula.rly useful in the 
analys:t,s of El baza.r de los idiotas and, to a lesser extent, 
concepts of Roland Barthes provide a basis for defining the 
structure of La.s causas supremas. A second important, and re-
lated, consideration of all the analyses is the problem of the 
transformation of reality. I am concerned with the manner in 
which a basic anecdote is transformed into art1 and I believe 
that an understanding of the function of the elements that effect 
this transformation is the key to experiencing an artistic work. 
I would like to express my sincere gratitude to Professor 
Johns. Brushwood for the advice, encouragement and discussions 
during the process of my study of the Colombian novel. I appreciate 
the assistance and suggestions of Professors Raymond D. Souza and 
Michael Doudoroff of the dissertation committee. Two persons not 
directly involved with this dissertation whose teaching of the 
novel have been significant for me are Professors Robert Spires 
and Wolfgang A. Luchting. Invaluable contributions to my work 
in Colombia were offered by Professors Nestor Madrid-Malo and 
Gustavo Alvarez Gardeazabal. I would like to thank the Fulbright 
Commission of Colombia and its director,Dr. Francisco Gnecco, 
and the Graduate School of the University of Kansas for providing 
me the opportunity to carry out the research necessary for the 
preparation of this dissertation. 
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CHAPl'ER I 
THE YEAR OF Qilm ANOS M SOLEDAD (196?) 
The publication of Cien a.nos de soledad gives special signi-
ficance to the year 196? 1n the trajectory of the Colombian novel, 
As a literary monument it marks the popularization 1n Colombia of 
a certain type of fiction to be identified 1n the course of this 
1 study as transcende.nt regionalism. Important as was the appearance 
of this novel, it unfortunately overshadowed the publication of 
other works of considerable artistic merit, En noviembre llega. 
el arzobispo by Hector Rojas Herazo, the most important of these 
novels, recalls the regionalism of Garcia Marquez's earlier works. 
other noteworthy novels of 196? are El espejo sombrio by Fernando 
Soto Aparicio and La infancia legendaria de Ramiro Cruz by Mario 
Arrubla. 
In the history of Colombian prose fiction, prior to the 
spectacular fame of Cien a.nos de soledad, there are noteworthy 
examples of all the major tendencies of the Spanish-American 
novel, Three significant and representative predecessors are 
Maria (186?) by Jorge Isaacs, La voragine (1924) by Jose Eustacio 
Rivera and La marguesa de Yolombo (1928) by Tomas Carrasqu1lla, 
Mar!a represents the apogee of the Romantic novel 1n Colombia, 
and the latter two works are considered examples of criollismo 
and costumbrismo respectively. Two notable elements of Maria 
are its sentimental plot and its evocation of the region of the 
Valle del Cauca, The plot involves the story of Efrain, who must 
leave his beloved Maria 1n order to study 1n Europe. Marla be-
becomes sick and dies before Efrain can return. Through the evo-
cation of the region of the Valle del Cauca, the narrator demon-
strates that his passion for Maria is equalled only by his passion 
for this nature. The first-person narrator expresses these pas-
sions in a poetic language that has made the novel a classic in 
the history of the Colombian novel. His descriptionsof customs 
are an overt expression of national culture. 
Rivera's La voragine also has a narrator-protagonist, 
Arturo Cova. In this case the protagonist leaves his beloved 
Alicia of his own volition, departing from Bogota in order to 
maintain his freedom from her. He goes to the jungle and, like 
Efrain of Marfa, is awestruck by the physical features of the 
region. Rural customs are also pa.rt of the particular reg-ion 
described. The story develops in three major stages: (1) the 
experience of the plains, (2) the experience of the jungle after 
separation from Alicia, and (J) reunion with Alicia followed by 
disappearance into the jungle. 2 In relating this story Arturo 
tells it in what is supposedly a diary form. The problem of this 
use of the first person arises when Arturo says things about him-
self that should be revealed by what other people say and do, He 
explains, for example, his own sensivity.J In spite of several 
deficiencies, La voragine remains an important contribution in the 
trajectory of the Colombian novel. It is also a premier example 
4 of traditional regionalism. 
La ma.rquesa de Yolombo is not only associated with a pa.r-
ticular place, but intimately so, and is thus the least universal 
of the three works. The narrator's tone and allusions to the 
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region are best appreciated by those who a.re already well ac-
quainted with it. Carrasquilla creates the impression of oral 
storytelling by suggesting the narrator's presence without his 
actually entering to participate in the action.5 As such, although 
technically a third-person narrator, his function· is similar to 
that of the first-person narrator in the two novels discussed. 
The importance of place in this novel is appreciated by the fact 
that the first one-third of it is dedicated to telling the back-
ground of the protagonist and relating the history and customs of 
the region. By combining an understanding of the importance of 
place in the novel with the narrator's tone, it can be understood 
why, despite its importance in the trajectory of the Colombian 
novel, La ma.rguesa de Yolombo has attracted relatively little 
attention outside of Colombia. 
In the context of this study, another significant step 
in the trajectory of Colomblan fiction is the more recent publi-
cation of three regionalist novels: La hoja.rasca (1955) by Garcia 
Marquez, La casa grande (1962) by Alvaro Cepeda Zamudio, and 
Respirando el verano (1962) by Hector Rojas Herazo. Each uses 
an identifiable regional base and transcends this regionalism 
by means of Faulknerian narrative techniques. La hoja.rasca des-
cribes Macondo during the period 1903-1928 by means of three nar-
rators. These narrators a.re a nine-year-old boy, the boy's mother, 
and his grandfather. The effect of these techniques is a pene-
tration of Macondo's reality beyond the visible and concrete reality 
experienced in La voragine and La marguesa de Yolombo. These tech-
niques move the reader more deeply into the underlying reality of 
J 
the situation and pique the reader's interest because effect 
is apparent before cause.6 
La casa grande deals with the banana workers' strike made 
famous in Cien a.iios de soledad. Two narrative techniques are 
significant in this novel. One is that only generic names are 
used: The Soldiers, The Sister, The Father, The Town, The Decree, 
Thursday, and so on. These are the chapter titles and they are 
the only identification of the chapters' content. The other 
narrative technique is really a complex of techniques because 
the author changes his narrative manner from chapter to chapter, 
creating different effects.7 
Respirando el verano is perhaps the most Faulknerian of the 
three, comparable to La hojarasca in this respect.8 The novel 
deals with a family during the civil war at the turn of the cen-
tury. It takes place mainly in the twentieth century, but moves 
back in time to 1871. A younger member of the family, Anselmo, 
looks back into the past, and this is the means of understanding 
present reality. 9 An important point here is that through nar-
rative technique present reality is expanded to include the past. 
The experience of Cien aiios de soledad, the most important 
novel of 1967 and the point of departure for this study, is not 
based on Faulknerian narrative techniques. Rather, the story-
telling is straightforward and traditional in most respects. 
Similar to the regionalism of La hojarasca, Lacasa grande, and 
Respirando el verano, however, the novel does have factors that 
4 
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make the regionalism transcendent and thus universal experience. 
It transcends this region through a universal experience of creations 
the life of Macondo reflects much of the history of Colombia; however, 
its implications make widening circles that include Spanish-American 
and even universal experience. It is preeminently the sense of 
origins, of creating-- almost biblical at times-- that is basically 
responsible for this experience.10 Logical sequence is not rup-
tured in this novel through narrative technique, but a rough 
equivalent of the effect of such Faulknerian techniques-- the 
breakdown of rationale and the logical relationship between cause 
and effect-- is effected by pure invention. Garcia Marquez insists 
11 on the artist~ right to invent reality. Thus, one character 
defies the laws of gravitation, while another engenders an in-
credible number of children. Neither of these experiences is 
entirely logical or explainable, making the effect in the novel 
similar to the effect created by a Faulknerian technique that 
reveals the death of a character in an interior monologue before 
the chapter in which the dead person is born, for example. 
Although the publication of Cien anos de soledad makes 
1967 a key year in the development of the Colombian novel, it 
should not be considered an isolated phenomenon of literary ex-
cellence. In an article written in 1967, the eminent Colombian 
critic Nestor Madrid-Malo notes with optimism the state of Colom-
bian fiction at the time: 
Ante todo, es evidente que el nucleo mas descollante--
el constituido por los novelistas de primera l!nea: 
Mejia Vallejo, Zapata Olivella, Garcia Marquez, Santa, 
Ponce de Leon, Soto Aparicio, Cepeda Samudio, Rojas 
Herazo, Fanny Buitrago-- tanto por la calidad de la 
ob:ra ya realizada como las especiales dotes que 
para el cultivo de ese genero han demostrado poseer 
todos ellos, asegura la plena y eficaz presencia de 
Colombia en el conjunto de la novela latinoamericana 
de hor. Mucho tiempo hacia que nuestra literatura no 
ofrecla un conjunto tan destacado y acti!~ de novelistas 
con una tan positiva obra en su haber ••• 
Carl Pederson supports this positive evaluation in his study of the 
main trends of the Colombian novel from 1953 to 19671 
The contemporary Colombian novel is in a period of 
transition which had causes antedating the span of 
this investigation but whose main impetus coincided 
With it and continues beyond it. The quantitative 
and qualitative growth int~~ novel is unprecedented 
in the history of Colombia.-' 
It is in this context that the novels of the year 1967 may be 
considered. It can also be noted that Cien a.nos de soledad did 
not have an immediate influence in Colombia. As the analysis 
of theme and technique in the novels of 1967 will suggest, these 
novels appeared in Colombia independently of the phenomenon of 
Cien a.nos de soledad. In effect, Cien a.nos de soledad entered 
the Colombian literary scene relatively late in the year 1967, 
The first public notice of the novel in Colombia's most influential 
11 terary organ, El Tiempo, appeared in July of 1967. I quote the 
news item in its entirety from the "Noticia de los libros" section 
of El Tiempo (the item is accompanied by a picture of the front 
cover of the novel): 
Solamente "por el forro" vamos a conocer los 
colombianos Cien a.nos de soledad 1 "La primera 
verdadera novela de Gabriel Garcia Marquez" 
segun Hersa.n. Porque algun amigo trajo unica-
mente-- y de contrabando-- dos o tres ejemplares 
de Mexico, y de uno de ellos reproducimos esta 
caratula, y el cap!tulo que apa.rece en nuestro 
suplemento de "Lecturas Dominicales". Lastra~ 
de la aduana, y otras trabas, pa.rece q~e demoraran 
demasiado la llegada a nuestras librerias de esta 
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obra del glorioso Gabo, que tanta expectativa 
ha despertado. Por lo menos la primera edicion--
que, como se sabe, es de Sudamericana, de ka 
Argentina-- parece que ya esta agotada ••• 1 
Thus, the situation of fiction in 1967 was such that the novels 
of this year should be. seen as concurrent to Cien a.nos de soledad, 
within a general context of innovation and positive optimism. 
After Cien anos de soledad, the most important literary 
achievement of the year is En noviembre llega el arzobispo by 
Hector Rojas Herazo, winner of the Premio Esso for the best 
Colombian novel of the year. It is the story of the "gamonal" 
Leocadio Mendieta. It is also the story of Cedron, the small 
town he dominates, Its inhabitants react to Mendieta and the 
long oppressive tradition he represents. Although he is the 
principal figure, the novel tells the story of numerous indi-
viduals living in Cedron, This town, like Macondo, ls located 
in the Atlantic coastal region, and Rojas Herazo employs this 
regional base to create a universal experience through nar-
rative technique. The transformation of reality can be ap-
preciated through an analysis of the novel's structure and nar-
rative situation. 
The novel consists of seventy-eight narrative segments that 
can be divided into (1) an introduction, (2) a first part, (J) an 
interlude, and (4) a second part.15 The introduction contains 
thirteen narrative segments and suggests the main themes of the 
novel in a series of situations and characterizations. Life in 
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Cedron is characterized by suggestions of decadence, terror, hatred, 
and imprisonment. The characters in the introduction function as 
reflections of life in Cedron. The novel begins with the presen-
tation of the mentally retarded Gerardo Diomedes Escalante,who, 
on the first page, eats a banana leaf'. Besides his crudeness, 
the key to his characterization appears when Leonor, Gerardo's 
wife, blames Leocadfo Mendieta for the condition of Gerardo, thus 
linking Mendieta with the condition of the inhabitants of Cedron 
from the beginning of the novel. Still in the introduction, 
another character, when advised of Mendieta's approaching death, 
says: "Lo mata su pasado, lo que ha hecho a los otros,"16 
In this entire introduction the experience of life in Cedron 
is communicated through a contrast between a metaphorical language 
(about abstracts concepts) on the one hand, and vulgar language 
and action on the other. The metaphorical language characterizes 
the people of Cedron as mythical ghosts rather than real people: 
"Ten!a cuarenta y tantos arios de estar all!, prisionero de un 
conjure, vigilado, entre evaporados aromas y drogas inexistentes, 
el fantasma de su amada botica" (p. 43) or "En el pueblo, en este 
instante, todo es tiempo espeso, espeso existir" (p. 45), The 
crudeness can also be noted in various passages: the banana leaf 
and feces that Gerardo eats; the actions of two boys, Alberto 
Enrique and Severino; the beginning of the fifth narrative seg-
ment with the sacristan's words: ''Respetan el templo, hijoeputicas" 
(p. 23), The actual effect of this contrastive language is ap-
preciated in the narrative describing a relatively insignificant 
inhabitant named Brigida Lambis. In the first narrative segment 
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describing her, the first sentence is abstract in its description 
of her circumstance: "En el pueblo, en este preciso instante, todo 
es tiempo espeso, espeso existir" (p. 45), Later in the same 
paragraph this abstraction is contrasted by a concrete description: 
"Y el retintin de un a.rtefacto y el odio y el olor vegetal, agudo 
y fetido y exultador a un mismo tiempo, de lo que se pudre para 
alimentar a lo que estalla sumado a la evaporacion fecal, entre 
el calor" (p. 45). At the end of the segment a character mentions 
in complete sobriety and hope that the archbishop will be arriving 
to the town the eigtithof November, providing a certain optimism 
for the town within this generally suffocating atmosphere. The 
announcement, however, is followed by a contrasting reaction to 
the statement at the end of the last paragraph: 
Y ha mirado los arboles y, confundiendolo con 
una punzada en SUS ri.nones (un relampago que 
ilumina en totalidad sus inviolados valles de 
alegria y esperanza) ha sentido, lucido y terri-
blemente, el pel1gro de vivir, Y se ha rascado 
la cadera por en cima del traje. (p. 46) 
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The contrast appears with the juxtaposition of the hopes of Cedron 
with the last sentence. In the next segment concerning Brigida Lambis 
(pp. 49-51), there is first a vague reference to her past with 
Fabricio Lua, In contrast with the human problem concerning her, 
and the abstract language used to communicate her feelings, this 
same narrative segment opens with the presence of two cucarachas: 
"Brigida Lambis se irrito de veras con las dos cucarachas que 
salieron disparadas del tazon" (p, 49), A contrast occurs at the 
end of this segment when Brigida sits on the same recepticle1 "Y 
Brigida Lambis, enternando los parpados al aflojar todo su cuerpo 
en una corriente de delicia, oyo el rumor de su or.in en el 
polvo" (p. 51). 
The first part of the novel, following the introduction, marks 
an abrupt change in the narrative which is appreciated by several 
factors. First, Leocadio Mendieta, the central character, enters 
the novel for the first time. Second, what has been to this point 
primarily an exterior or behavioralist study becomes interior and 
psychological. Third, what has been a description of the town on 
a synchronic level now becomes diachronic, moving back in time to 
the year 1896. Finally, this segment that marks the beginning of 
the first part (pages 51-61) is the first extended segment of the 
novel. It runs to ten pages, whereas the previous sections in the 
introduction were two to five pages. 
The first segment of the first part deals with Leocadio 
Mendieta. It expresses in a more concrete form the themes that 
have been suggested in the introductory segments. The terror that 
seemed to be present in an abstract way in the introduction is 
personified 1n the character of Leocadio Mendieta. He ls also the 
personification of the crudeness that has been noted as part of 
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life 1n Cedron. From the day Mendieta arrives to the town he 
establishes a reign of terror 1n which instinct predominates over 
reason. His first act upon arriving in the town is notably ir-
rational and stands out in the narrative because it ls the second 
sentence of this narrative segment: "Lacasa la compro sin conocerla 
(incluso nunca habia estado en el pueblo), una noche, junto a la 
ruleta, oyendo el bondoneo de las tres grandes la.mpa.ra.s" (p. 51). 
The remainder of this segment supports this characterization: he 
treats his wife exactly as he handles his favorite ma.re; he raises 
his children exactly as he raises his anima.l.s, and they literally 
behave like animals. 
After this change toward profundity, the remainder of 
this first pa.rt (approximately the first half of the novel) 
contains both more abstract segments (as in the introduction) and 
segments of profound psychological and diachronic analysis (as in 
the section on Mendieta). The focus remains on the same themes--
hatred, violence, decadence, and suffering in Cedron's daily life. 
Six different narrative segments of this first pa.rt portray six 
different characters in detail while developing these themes.17 
A circular structure is created in this first part of the 
novel through two effects. First, it begins with a depth study 
of Leocadio Mendieta and ends with a similar intensity. The last 
segments to appear at the end of the first part are this type of 
penetrating analysis. Second, . a circular structure is created by 
beginning this part with the study of Leocadio Mendieta and ending 
it with one of the most emotional moments of the novel,in which 
Mendieta's wife Etelvina and his daughter Rosa Angelina sadly 
contemplate his imminent death. Thus, the part ends with focus 
on emotions that emanate from Leocadio Mendieta's presence, just 
as the entire first part of the novel has been an expression of 
his influence in Cedron. 
The three segments of the interlude (pp. 18)-189) do not 
maintain the intensity of the first part, or of the second part 
that will follow them. They are short narratives that tell of 
some relatively banal event in an exterior manner1 in the first 
a man crosses the plaza and urinates; in the second a boy visits 
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his father to ask h1lll for money; in the third some young boys 
watch a horse. Structurally, these narratives function as a 
rest. 
The second part begins with the same procedure that has been 
noted in the first: an abrupt change in the narrative by means of 
a penetrating psychological and diachronic analysis dea.ling with 
the same two characters that opened the novel. 
This second part marks a change in the focus of the novel's 
themes. The first part elaborated a series of emotions-- hatred, 
terror, decadence and the pa.st that created these feelings. In the 
second part the novel focuses more specifically on the theme of 
death. It culminates with the death of Leocadio Mendieta. As a 
parallel to the physical end of Mendieta, death pervades the at-
mosphere of Cedron. Another death that takes place in the second 
part occurs when Macario beheads Cirineo. A comment by one char-
acter relates this death directly to Mendieta's presence in the 
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town: "Se ve clarita la mano de Leocadio Mendieta" (p. 2Jl). Another 
view of death is provided through the eyes of the young boys 
Severino and Pedro Angel. They observe the corpse of Cirineo 
(pp. 240-241). This juvenile vision is followed by another 
variation in the next narrative segment. It deals with old age 
and death through the point of view of the venerable Andres 
Iriarte. 
In accordance with the variations on the theme of death, 
various segments of the second part deal with Mendieta's agony 
in dying. He appears as a pathetic figure. Even on his death-
bed he is not capable of reaching an awareness of his failure as 
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a human being. Upon realizing the inevitability of his death he 
states: " ••• ningun hombre es responsable de lo que ocurre" (p. 236). 
He does at the end express a certain feeling of guilt for his nega-
tive influence upon the life of his wife Etelvina, but even this 
recognition is within the context of refusing to accept responsi-
bility for his actions. The descriptions of his death (some of 
the most technically successful sections of the novel), involve 
a manipulation of point of view between a third-person omniscient 
narrator and interior monologues by Mendieta. There are also 
points of view between these two extremes. The following passage 
expresses Mendieta's final alienation in his dying moments: 
Pero algo, un dios risueno, retozon, le remov!a 
las entranas sin participar en los resultados, 
distraidamente, como un nino que agitara con su 
mano el agua de un estanque. Fu~ un go~:ee sin 
gracia, grosero, en pleno esternon. :SaJo la 
guardia, abandono todo deseo de luchar, Oyo su 
frente chocando abruptamente contra el piso de 
cemento, (p. 329) 
Rather than feeling the impact of his forehead hitting the cement, 
he it as another person foreign to the situation might. He 
thus witnesses his own process of dying as a being alienated from 
it. The actual moment of his death is communicated to the reader 
through a slight change in perspective. In the last sentence of 
this section we see Mendieta's final perception (before dying) 
through his own eyes: 
Todav!a, como un susurro entre las olas, oyo 
la voz de ella ("iMijo! Leocadio, l,que te ha 
pasado?") la distinguio plenamente en el vacfo 
de su inesperada eternidad, (p. 330) 
The four-part structure is the dynamic factor in the novel. 
The presence of an introduction to the novel's themes, a pro-
fundization of these themes in the first part, and a variation 
in themes in the second part, produce constant change in the 
reader's experience. The preciseness of some aspects of such a 
structure creates contrasts and parallels that are basic to this 
experience. There is a parallel, for example, in the presence of 
a costumbristic interruption in the narrative in each of the two 
parts. The first section of this type is an extended segment which 
relates a cock fight. This realist descriptive segment appears in 
the nineteenth segment (pages 77-91). A second descriptive segment 
of this type appears in the second part in the form of an acrobatic 
show that visits the town (pages 218-225). The structural parallel 
is notable: the first section appears in the sixth segment of the 
first part and the second appears in the seventh segment of the 
second part.18 
The narrative situation in En noviembre llega el arzobispo 
consists fundamentally of a third-person omniscient narrator who 
controls the narrative. From this omniscient position he is able 
to communicate detailed information. For example, he penetrates 
the characters psychologically ("penso", "sintio", "creyo") and 
even indicates the exact time on the clocks(" •• , el reloj,,, 
anunciaba, con un atraso de diez minutes y catorce segundos, que 
eran las tres de la tarde" p, 19), 
The narrator employs two significant variations from this 
standard omniscience that are important to the experience of the 
novel, The first variation involves a certain limitation of the 
narrator's omniscience: despite this basic position, his knowl-
edge is limited for some characters, This is apparent in the 
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characterization of Mendieta. The first characterization information 
concerning him begins 1n compl.ete omniscience: "Ll.ego una ta.rde de 
:f'ebrero de mil. ochocientos noventa y seis ••• " (p. SJ.). On the 
:fol.l.owing page, however, the narrator is l.ess exact and more l.imited 
in rel.ating Mendieta's anecdote: "Suenan como un r!o, hab!a dicho 
.€!!.-~•••" (my emphasis, p • .52). The use of "al.guien" indicates 
o. la.ck of total. knowledge. Such 11m1tations 1n the _characterization 
o:f Mendieta contribute to the mythmaking of him. Later in telling 
l•:nnd:teta 's story the narrator uses another phrase that creates 
rln11l1!; through 11mita.tion1 "Q:i.rl.za. 1a. mujer aplasta.ba con sus dedos 
l~ 1i•1.1.aa para. hacer .empana.da.s ••• " (my emphasis, p • .52). Despite 
th~ .narrator's basic omniscience, by 1.1.miting it in certain 
sl.tm.rt.ions he creates a.n element of mystery concerning Mendieta. 's 
a.rr..l.\,:l.l. and settling in Cedron. 
The narrator uses a. similar procedure in characterizing 
Eladio Finol (pages 1.50-1.56). The opening sentence of the char-
acterization establishes the narrtor's omniscience, providing 
the exact date of Finol's arrival.: "Ela.dio Finol llego al. pueblo 
una. ·l;a-rde de a.quel. octubre de mil. novecientos diez y siete" (p. 
l..50). Soon the narrator's observations are more l.imited: "Nunca. 
se supo con certidumbre en qua consistieron sus funciones judi-
cial.es" (p. l..50). A few sentences la.tar the na=a.tor uses a. form 
simil.a.r to the "quiza." previousl.y employed to characterize 
Mendieta.: "A pesa.r del. cal.or o ta.l. vez como una. demostra.cion 
mas de todo l.o corriente. incluso el. mismo cal.or. mered.a. SU 
desprecio, empezo a. usa.r ••• " (p. 151). The effect is simil.a.r 
to the example of Mendieta., creating a mythical. qua.l.ity in 
the character. 
A second variation from the narrator's basic position is 
one that is more a reflection of the characters' perception than 
that of the omniscient narrator. For example, Celia is described 
in the church as follows: 
El retrato sonrio complacido y a.gua.rdo,bien 
apretado en su ceniza, con un gesto de un hijo 
que ha llamado, de hijo que se asoma a una ventana, 
desde la muerte, para mirar a su madre destripando 
dos hormigas con su mano derecha. (p. 69) 
One is tempted to attribute a picture that smiles to "magical-
reallsm", but in this case it is the result of a specific and 
functional narrative technique. Although narrated by a third-
person narrator, the fact that the picture smiles is a reflection 
of the emotional state of the character observing it, Celia. This 
narrative segment describes Celia's solitude, and the anecdote con-
cerning the picture communicates her emotional state. It captures 
an emotional imbalance that she experiences while pondering the 
picture. 
Other magical events take place when Auristela enters a 
church: 
San Jose, agitando imperceptiblemente la varita 
de jazm!n en su mano derecha, le susurro, gon los 
labios ahuecados entre la ba.rba. de alquitran, su 
~adecimiento por el manto nuevo. Al fondo, v&:ios 
angeles, suspendidos por sus alas de pa!!l crespon, 
sosteniendo los extremes del cielo, reganaban con 
seriedad de muchachos a dos querubines que retozaban 
a cada lado del tabernaculo. (p. 111) 
Although narrated by a third-person narrator, it communicates 
the perception of Auristela as determined by her particular 
emotional state while in church. 
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Similarities ill the effect of the novel's structure and 
narrative situation make it a remarkably successful total ex-
perience. There is a correspondence between the function of the 
novel's structure and narrative situation in the sense that struc-
ture and narrative situation together develop the novel's themes 
through similar uses of time, As has been noted, the structure 
develops along a synchronic line for the first thirteen narrative 
segments ill which the present circumstance of Cedron is described. 
The narrative becomes diachronic when Mendieta enters in the four-
teenth segment. The synchronic and diachronic are also fused 
through the narrative situation: the characters experience the 
present as a continuous past. 
In En noviembre llega el arzobispo Rojas Herazo uses a 
clearly defilled regional base-- a small town on Colombia's 
Atlantic coast-- to make experience more profound than a mimetic 
description of this particular objective reality. Leocadio 
Mendieta becomes a mythic figure through specific narrative 
technique, and the manner in which his influence pervades and 
oppresses Cedron is also made experience by means of specific 
narrative techniques, These transformational factors make the 
reader actively experience reality, rather than simply observing 
everyday external reality as he did in La marguesa de Yolombo. 
Unlike the regionalism of Cien a.nos de soledad and En noviembre 
llega el arzobispo, Fernando Soto Aparicio's El espejo sombrio is 
cosmopolitan 1n both sense of the word. The novel takes place 
almost entirely 1n the city, and the technique associates Soto 
Aparicio with many of the innovations of the contemporary novel. 
It deals with a protagonist who studies himself and his past as 
he is in the process of becomin.g progressively more obsessed with 
the possibility of a revengeful murder. In general terms, the 
novel fits within the existentialist literary tradition. Typical 
of this kind of novel, it is narrated by the protagonist himself, 
often in an immediate present ("I see, I am thinking", and so on). 
But unlike many novels of this tradition (L'etranger, El tunel), 
it has considerable variation in narrative point of view. It 
also sets forth ideas that are fundamentally Christian rather 
than existentialist. 
The basis for the novel's structure is a division into seven 
"C1.rculos" (or parts) which contain from two to eight chapters 
each. These "circulos" show the development of the twenty-year 
old protagonist, Alberto Franco, through a period of one day. 
For example, the first "circulo" begins at 4:25 a.m., the second 
at 7:20 a.m., and they continue in this manner chronologically. 
This development of one day is carried out, however, mostly in 
the beginning chapters of each "circulo". The latter chapters 
of each "circulo" describe Alberto's past. This past covers a 
period from Alberto's thirteenth year-- when his father is 
killed-- up to the present. The two chronologically developed 
narrative lines in the novel, then, are (1) one day in the life 
of Alberto the twenty-year old lawyer lawyer, and (2) Alberto's 
life from age thirteen to twenty. 
The theme of "Clrculo I" is death, and it is subtitled as 
such ("La muerte"). The theme of death is elaborated in two 
ways according to the two basic narrative lines described above. 
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The first time period is used in the first chapter of this 
"c!rculo", and it is narrated mainly in the immediate present 
by Alberto. Some paragraphs are related by a third-person nar-
rator. After an initial establishment of the situation by a 
third-person narrator (the first paragraph), Alberto takes con-
trol of the story. He writes a series of statements about life 
and his feelings about it, such as "Amo la verdad: vivo en una 
era de hipocres!a y de engano".19 On the second page he makes 
a statement that serves as the basis for the theme of death in 
this first "circulo": "Ahora me enfrento sereno a la muerte" (p. 
10). From this point the narrative alternates between paragraphs 
by Alberto and paragraphs by the omniscient narrator. The ex-
perience of the chapter is based on deep-rooted emotions that 
obsess Alberto: his inexplicable (at this point) desire to die, 
a somewhat indifferent attitude about his own existence, and con-
stant mention of revenge. Part of this experience is created 
through direct statement. Alberto's attitude is expressed in 
statements such as "Niego m1 ser. No existo", and "De repente 
me invade un deseo inmenso de renunciar a todo" (p. lJ). Alberto's 
statements contain obvious contradictions. For example, his 
supposedly indifferent attitude about life is not congruent 
with his extremely emotional obsession with revenge (if life is 
not important, why obsess oneself with revenge?). Also contra-
dictory are his negation of the importance of existence, on the 
one hand, and his fundamentally Christian attitude on the other: 
Muero cre1endo en que existe una vida mas 
grande, mas alta, mas pura; en que la tierra 
es solo un transito, desde un punto hasta otro; 
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en que estos dos puntos se asemejan y pueden 
resumirse en uno solo; la realida.d de Dios. (p. 14) 
Besides direct statement, the experience is also communicated 
through the protagonist's particular circumstance. First, the 
fact that he feels the pecessity of leaving a written testimony 
after his imminent death suggests the importance he attaches to 
communicating about his situation. Descriptions by the omniscient 
narrator reflect the protagonist's unstable psychic state. He ex-
plains in the first paragraph of the novel that objects assume an 
unclear ("borroso") outline, Trees bend as if an intense pain 
were destroying their roots. After a series of descriptions of 
this nature, the omniscient narrator explains that these objects 
reflect the protagonist's perception of the world: "Solo las cosas 
refleja.das en el cambiaban. Fuera de su superficie, los arboles 
estaban quietos" (p. 9), The protagonist's actual physical en-
vironment is dismal: he is alone in a hotel room, one yellow light 
illuminates his room, and it is raining outside. 
Alberto's specific circumstance of Chapter 1 is expanded 
in the second chapter of "Ci.rculo I". It deals with the period 
when Alberto was thirteen years old. His father is assassinated 
when the two are walking along a rural road. The third-person 
narrator explains that this experience of death has been a pro-
found one that Alberto will not forget. 
The third, and final, chapter of "C1rculo I" also focuses on 
death, dealing with the funeral for Alberto's father. This chap-
ter is associated technically with the circumstances of the first 
chapter by means of the image of howling dogs. The sound of a 
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dog formed part of the situation described in Chapter 1. This 
atmosphere is evoked at the end of the funeral by describing a 
grey ambience and the sound of a dog once more, 
Los cantos se apagaron y retomo el silencio. 
Por la puerta gri~ penetraron el frio y los quejidos 
de los perros errantes, Entonces se asomaron las 
estrellas, por primera vez desde el crepusculo. (p. 44) 
The past and the present, and the theme of death in the past and 
present are associated in this manner. 
Clrculo II advances the immediate present to 7:20 a.m. and 
continues the chronological development of Alberto's life after 
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his father's death. Clrculo II is organized like the first: the 
first chapter is narrated for the most part by Alberto, describing 
his immediate situation, and in the two following chapters an omnis-
cient narrator tells of Alberto's past. He is now in high school 
and is reprimanded for writing too emotionally charged articles 
for the school's newspaper. This "clrculo" is titled "Amor". The 
addition of love to Alberto's life creates a basic conflict that 
is developed in the remainder of the novel, and produces its 
principal tension. Technically, this tension is developed at the 
end of the last chapter of this "clrculo" (in Chapter 6) by having 
the memories of the past smothered by a kiss from his girlfriend 
Cecilia. The vital and creative force she represents contrasts with 
the experience of death that has predominated up to this point 
in the novel, 
Cerca a sus labios la boca de Cecilia se ofrec!a 
a el y se incline para besarla, y entonces sintio 
como si tod.a la vida se le fuera, como si en ese 
beso se entregara y recibiera, en cambio, el secreto 
de la potencia creadora, depositada en su rudo molde 
de arcilla desde el principio del tiempo. (p. 79) 
The conflict between life and death forces (or love versus re-
venge) is further developed in C1rculo III. It takes place at 
10:JO a.m. in the immediate present. In his immediate circum-
stance, as always, the death-force is apparent: "Quiero morir 
crucificado, de espaldas contra el tronco en donde el plenilunio 
pinto SU corazon y el m!o" (p. 90). The conflict between these 
opposing forces becomes a highly personal conflict when, in Chap-
ter 9, Alberto learns that Cecilia is the daughter of his father's 
assassin. 
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The remaining parts of the. novel, from circulo IV to circulo 
VI, continue developing the basic tension as it has been discussed. 
Thus, in the immediate present he continues speaking of death and 
revenge, while he also affirms his beliefs in the hope for mankind. 
An example of these contradicting emotions is found at the beginning 
of C1rculo IV when he states "Que exista el amor, amigos", and 
later takes out his revolver for revenge in C1rculo VII. 
The last C1rculo, "0ltimo C1rculo1 La Venga.nza" takes place 
at 8:25 p.m. and resolves the tension that has been developed 
throughout the novel. By means of a technical device (perhaps 
we might say a technical "trick"), the novel offers both possible 
solutions that have been suggested-- killing and loving Cecilia. 
In the first chapter, the first solution-- murder-- is described. 
In becomes apparent, however, that Alberto has only dreamed this 
resolution to the novel. In his dream he does murder Cecilia, 
thus avenging the death of his father (in his own mind). In the 
next chapter Alberto is once more in the room with Cecilia. Here 
the other force, love, predominates. The novel's resolution is a 
basically Christian answer to the protagonist's questions. The 
final chapter begins as follows: 
Sonrie, ama, perdona. Perque la sonrisa es 
un arma poderosa que nos permite ganar todas las 
causas; port].ue el amor es el fuego que nos sostiene, 
la combustion que nos ilumina, la savia que nos ali-
menta; porque el pardon es una muestra de la valent!a 
elevada a la sublimidad, (p, 291) 
The ideas and tone offered here are in accordance with Alberto's 
final decision. He does accept Cecilia as his wife and they affirm 
the desire to begin a new stage in their lives. Alberto has also 
apparently overcome the hatred that has obsessed him throughout 
the novel, thus resolving the tension. 
El espejo sombr!o is representative of themes common in the 
contemporary Colombian novel, such as the importance of tradition 
and family lines, the past as a key to understanding the present, 
and the effects of present-day Colombian society on the individual. 
It is also apparent that Soto Aparicio has consciously attempted 
to write an outstanding novel. This fact is evidenced in its 
pretentiousness and at times excessive literariness. For example, 
the narrator states his theory about the effects of environment 
on the assumption that such ideas will be accepted by the reader. 
In some cases he attempts to mitigate the directness of this 
effect by using the characters as communicators of the message. 
For example, in one section the narrator begins an extensive 
explanation of one of the novel's propositions by using Alberto's 
father (Ricardo) as a mouthpiece: ''Ricardo dec!a siempre: Un nine 
es solo un trozo de cera modelable, y al torcerlo, soportara toda 
la vida un aplastante cargamento de complejos" (p. 41). Soto 
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Aparicio is also pretentious when he attempts to justify the 
novel's themes. He does this by having Alberto read a newspaper 
article which supports the manner in which Soto Aparicio writes 
the novel: 
Cuando los escritores de nuestro pals comprendan 
que es necesario abandonar los trillados surcos del 
costUJ11brismo; cuando tengamos conciencia de los con-
fllctos intelectuales del mundo, y sepamos asimilarlos 
y verterlos en formas nuevas, encontraremos por fin 
una novela que nos represente con dignidad en cualquier 
parte. Pero mientras sigamos las huellas trazadas 
por los extranjerizantes o por los anquilosados litera-
tos terrigenas, no adelantaremos un solo pa.so en el 
concierto de las letras universales. (p. lJO) 
The only function of this section in the novel is to comment on 
the novel the reader has in his hands. Similarly, the novel is 
consciously literary in its style • The novel begins ''El agua caia 
de la llave alta sobre el espejo sombrio del charco" (p. 9). 
The first chapter of each "c!rculo" begins with a series of 
images to communicate the protagonist's spiritual crisis. This 
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use of nature imagery is at times a positive contribution to the 
novel. It is also a consciously literary style because it contrasts 
so sharply with the remainder of the novel narrated by both the 
protagonist and the omniscient narrator. The style of Alberto, 
and of the omniscient narrator, other than in these opening pas-
sages, is simple and direct. Considering the trajectory of the 
Colombian novel from 1967 to 1975, El espeio sombrio is not among 
the better novels. Nevertheless, as part of the literary production 
of 1967 it serves as a notable example of both the state of fiction 
of that year and of trends in theme and technique that will be 
noted in novels that follow it. 
Mario Arrubla's La in£ancia legendaria de Ramiro Cruz is a 
special case because it does not fit into the principal trends of 
the contemporary Colombian novel in either theme or technique. It 
is a r1 te of passage novel. Ramiro Cruz , a working-class city 
dweller, tells his story of growing up. 
The novel's ten chapters have a three-pa.rt structure. The 
first pa.rt, Chapter 1, describes a character's life as a myth 
(this character is not Ramiro). It is a generalization that could 
apply to growing up as a universal phenomenon. The second pa.rt, 
Chapters 2 through 9, individualizes this myth by telling the 
story of one person, Ramiro Cruz. It is narrated by Ramiro Cruz. 
The third pa.rt, like the first, is. narrated by an omniscient nar-
rator. It associates the generalization of the first pa.rt to the 
specificity of the second. It tells of the later years of Ramiro's 
life. 
The first part, Chapter 1, tells the story of the entire life 
of a character named Malacar. The fairy-tale tone of this chapter 
is appreciated in the first sentence: "Erase un hombre llama.do 
Malacar que hab.f.a pasado los primeros anos de su juventud tra-
bajando en el bosque como aserrador 11 • 20 As an adolescent Malacar 
falls in love with Maria. When he asks her to marry him, Maria's 
father states that Malacar first will have to pass a series of 
tests ("pruebas"). Thus, Malacar's rite is clearly defined by 
the father. In defining the rite the style once more suggests 
the mythic quality of Malacar's adventures: 
--Pero combatiras por ella durante un a.no largo. 
Conoceras a Sola y al tercer d.ia me traeras su 
can.taro. Iras a la montana y regresaras con la 
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moneda del Tentador. Pasa.ra.s un aiio en la ciudad 
en la que se ~lutinan los hombres y volveras de 
alli con las aureas sortijas de la alianza. (p. lJ) 
Much of the remainder of the chapter is the relating of Malacar's 
tests. After successfully passing each of them, Malacar arrives 
at the "prueba. de la ciudad" {p. 21). He reaches a crisis at 
this point, and takes his pen as refuge. He writes ''Hay que 
vivir como todo el mundo". Through this act of writing he has 
thus reached a certain compromise with the world, He now settles 
in the city and takes a job as an employee in a grocery store. 
He continues writing his experiences in life. At the end of the 
chapter the narrator notes that he left thousands of pages as 
testimony to his exemplary life, This story is a metaphor for 
the content of the next nine chapters. Malacar is not the protag-
onist of the story we are to read • Similarly, however, Ramiro 
Cruz will pass through a series of "pruebas" in attaining man-
hood, 
The second part, Chapters 2 through 9, relates Ramiro's 
rite of passage in detail. His first step away from infancy 
involves an initial alienation from his father. He observes 
his father's conflict with society, faces the reality of death 
in the demise of an :uncle, suffers a frustrated sexual initiation, 
and joins in discussions of the larger world with his friends. 
They speak of the nature of the universe and Ramiro realizes 
for the first time that he is not at the center of it. 
The final step in Ramiro's rite takes place in the last 
chapter of what I have described as the second part of the 
novel, this being Chapter 9, Most of the anecdote of this 
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chapter describes Ramiro's night life with his adolescent friends. 
The most significant :i;art of this anecdote is an encounter with 
his father at the end of the chapter. He returns home drunk one 
night and his parents are waiting for him at the door. After 
observing Ramiro in this state, his father's only comment ends 
the chapter: ''No me vuelvo a ocupar de el ni a decirle nunca 
nada" (p. 168). This point marks the definitive break from his 
father, and the end of Ramiro's infancy, as is explicitly com-
mented at the beginning of the next chapter: ''El padre, con la 
frase de su renuncia, puso fin a la infancia que el habla tambien 
inaugurado. La infancia asi dejo al hijo lleno de cuerdas rotas" 
(p. 169). 
In the third :i;art, Chapter 10, the narrative is once more in 
third-person, as in the first :i;art. This third :i;art is thus as-
sociated with the mythical story of the first :i;art. It also re-
lates to the second :i;art because it is a continuation of Ramiro's 
story even though he is never named. The characters are now 
treated generically, as were some of the characters in the 
first chapter: "el padre", "el hijo", and so on. With the end 
of his infancy taking place at this point, the son (Ramiro) leaves 
home permanently for the first time. At the end of the chapter 
is his "return" (subtitled "El regreso"). It takes place after 
an extended period of absence. For example, his mother says to 
him: ''Hijo mio, has peleado muchas batallas" (p. 179). Before 
taking a place as an adult in the community, he once again con-
fronts his father. The son encounters the father in the same 
place he had left his father when returning hane drunk, in the 
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patio, and they fight. The son strikes his father with mechani-
cal movements which take on a quality of rituals 
Otro ~olpe. Sin ~dio, sin pasiones, de manera 
automatica, el puno del hijo vino a estrellarse 
contra el pecho del padre. El mundo siguio en 
silencio para escuphar ese segundo golpe. (p. 180) 
The novel's style and use of narrative point of view are 
important in the communication of Ramiro's changes in life as an 
archetypal pattern (a rite of passage), rather than an individual 
story peculiar to one person. An important stylistic feature is 
the fairy-tale style of the first chapter. One particularly 
significant aspect of narrative point of view is Ramiro's retro-
spective position in Chapters 2 through 9. Ramiro the adult tells 
the story of Ramiro the adolescent. When he describes a marriage 
in the neighborhood, he demonstrates an insight into the event 
that he would not have had as a young boy: "Muy pocas veces 
celebrabanse en el barrio matrimonios con todas las de la ley. 
El caracter pueblerino que todavfa tenfa la ciudad y la descompo-
sicion de la vida patriarcal que ese barrio condesaba aunabase 
para producir una institucion conocida comunmente bajo el nombre 
de 'Matrimonio Smith & Wesson'"(p. 65). This capacity for intro-
spection is also evident in the narrator's vocabulary. For 
example, he describes his first communion as follows: "Dur.mte 
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la manana no ocurrio practicamente nada1 comulgue, y de nucvo la 
hostia demostrose impotente para extirpar de mi esplritu los germenes 
subjetivistas del individualismo pequeno-burgues" (p. 72). He 
analyzes the conflict that is to take place with his father: 
" .•• la adolescencia que entonces principiaba anunciabase ya come 
un proceso de auto-formacion en el que iba. a resulta.r inevitable 
el choque con el padre" (p. 166). These types of observations 
by the narrator make the novel a preeminently intellectual ex-
perience of rite of passage in itself, rather than the story 
of one individual. 
The novel's dynamism is experienced through the changes 
in the protagonist,Ra.miro Cruz. On the one hand, these changes 
involve the process from mythification to individualization dis-
cussed with respect to the novel's structure. At the same time 
Ramiro changes from a child to an adult. The reader's expectation 
of change is maintained through the tension between Ramiro the 
child and Ramiro the adult na=ator. This tension has its basis 
in the contrast between Ramiro-the-child who acts and Ra.miro-the-
intellectual who narrates. 
The novels of this year offer a variety of novelistic forms 
and a range of artistic merit. This brief overview of the nar-
rative techniques is an indication of the Colombian novel's place 
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in recent fiction and the "new novel". The transcendent regionalism 
cultivated by Rojas Herazo is a continuation of a particular ten-
dency of writers of the Atlantic coast. As will be observed, 
there is a continuity in the novelization of region in this way. 
The continuity of trends noted in Soto Aparicio's El espejo 
sombr!o is provided both by the novels he continues to publish 
after 1967 and especially in the theme of the past tradition 
as a vital part of the present circumstance. The introspective 
and intellectual aspect of Mario Arrubla's La infancia legenda.ria 
de Ramiro Cruz is the most significant feature of the novel that 
will be observed in post-1967 fiction, especially in the young 
writers of Arrubla's generation as they demonstrate an awareness 
of their creation and tneir circumstance. An overview of the 
state of Colombian fiction indicates that Cien a.nos de soledad 
did not a.rise out of a literary vacuum. Indeed, its enormous 
popularity created such an impression by overshadowing the other 
fiction of importance. 
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CHAPI'ER II 
LAS CAUSAS SUPREMAS (1969) 
The second novel published by Hector Sanchez, Las causas 
supremas, like the key novels of 1967, Cien a.iios de soledad and 
En noviembre llega el arzobispo, tells the story of a small town 
and is related to a particular region 1n "tierra callente". Beyond 
these most basic similarities, however, little relationship can 
be noted between the transformation of regionalism in the 1967 
novels and the experience in Sanchez's work, in which language 
and creation itself become fundamental to the experience. This 
very awareness of the act of creation, however, places the novel 
within the trajectory of the Spanish-American novel of the period, 
especially as seen 1n writers of Sanchez's generation.1 Theim-
portance of language itself as an element fundamental to the ex-
perience of the work also relates it to recent tendencies in the 
Spanish-American novel in which the relationship between language 
and structure becomes an important question. 2 With Sanchez, anec-
dote is not entirely eliminated, as in some extreme cases of the 
manifestation of this recent emphasis on language, but the trans-
formation of anecdote is a more conscious act experienced through 
language than in a traditional rendering of histoire to recit or 
than in a more inventive one such as that employed by Garcia 
Marquez or Rojas Herazo.J 
The novel relates the life of the small town over a period 
of time covering several months, focusing on numerous characters, 
especially those of the family of Leopoldo Agualimpia. No true 
Jl 
protagonist or consistently developed plot can be identified. 
Thus, the possibility af using a nuclear verb as a point of de-
parture in describing the transformation process bec0111es dif-
4 fioult. We might choose one of several characters as possible 
candidates for subject of a nuclear verbs Leocadio loses his 
authority; Cabo Romelia wins Carmen; Justo loses Carmen. Each 
af these possibilities, however, excludes a major portion at the 
novel once the nu~lear verb is expanded • By using the generic 
"A town suffers" the problem of exclusion is resolved, but the 
generality af the sentence does not seem appropriate enough, since 
the experience is specific and personal in relation to characters. 
J2 
The problem of the applicability of Genette's idea of the 
nuclear verb and its subsequent expansion provides an indication 
about the experience of Ias causas supremas. In terms of structure, 
the novel requires a change in point af departure: rather than 
speaking of the "expansion" of a nuclear verb, a process more akin 
to "extension" and "variation" seems more appropriate. Following 
the ideas af Roland Barthes, the structure of this particular novel 
(or as he identifies it, "organization at the level of description") 
could be described within the plane of systeme rather than s:yntagme. 5 
Traditional narrative forms function on the plane of s:yntagme1 their 
signs use space as support and relationships are metonymic (con-
tiguities for Jakobsen). The plane of systeme uses associations 
rather than s:pa.ce as support. Although not entirely traditional, 
the fictions of 1967, especially Cien aiios de soledad, operate 
' 6 primarily on the plane of svntagme rather than systeme. This 
is also the case of much fiction published after the year of 
Las causas suprema.s even in Sanchez's generation, as will be seen 
with Alvarez Ga.rdeazaba.l. 
The novel consists of thirty-two narrative sections that 
relate the story of the town in a chronological manner in a most 
general sense. Leopoldo· Agual.lmpia 's working-class family -suf 
fers continuous difficulties. Leopoldo's life becomes disrupted 
when his supposed nephew, Modesto, arrives in the town, moves into 
his house, and ev~ntually seduces his wife Encarnacion. Leopoldo's 
son Justo, a stereotype unpredictable adolescent dreamer, suffers 
his unconsumated love for Carmen, who eventually marries the more 
powerful and respected cabo Romelio. The other son, Vicente, 
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finds himself" regularly in jail for drunkenness, and longs for 
Clemencia, the love he compensates for by seducing the ma.id of 
Clemencia's family. The priest, Ticora, suffers the loss of several 
sacristans and sexual relationships with his maid. The Cabo Romelio 
loses first a basketball game against a team for which his rival Justo 
plays, and second his leg when that same rival shoots him. Modesto 
endures several abortive artistic and financial undertakings, such 
as organizing a band and starting a barber shop. He later takes 
a beating from Leopoldo after the seduction of' his wife. Doctor 
Rosas governs the town as its mayor and suffers a vapid relationship 
with his wife Albricias. Albricias is lethargic and depressed. 
Anastasio, more of a minor character, is jailed after being falsely 
accused of shooting Cabo Romelio. Tronera delivers messages and 
public advertisements and suffers the general misery of the town. 
At the end the town is flooded. 
Whereas in the plane of syntagme the spatial relationship 
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between events a.s they appear 1n the recit is important, in this 
novel a more general association unifies the organization: the nar-
rative sections are related because the people described 1n them 
live 1n the same town. A cursory overview of the novel's organi-
zation provides an 1nd1C!at1on of the nature of the associations and 
of the structure 1n the plane of systeme1 
.§!£. .f!Q. Content Association 
1 9-20 Leopoldo's family Introduction (to family) 
2 20-38 Dr. Rosa.s & Romulo Introduction (to Rosas & Romulo) 
Leopoldo's pa.st Similarity to section #1 
3 39-46 Leo~ldo & Encar-
nacion 
Similarity to section #2 
Justo 's yea.ming Similarity to above (#3) 
for Carmen 
4 46-61 Dr. Rosas Similarity to section #2 
Vicente, jail, Similar! ty to section #1 
Clemencia 
5 61-79 Ticora and Rosita Introduction (to Ticora & 
Rosita) 
6 79-89 Encarnacion & Justo Similarity to #3 
Romelio and Carmen Similarity to above (#6) 
Carmen and Justo Similarity to above (#6) 
7 89-92 Leopoldo 1n present Similarity to #3 
(#7) Leopoldo 1n pa.st Similarity to above 
8 92-107 Basketball game Similarity to #6 
9 107-119 Encarnacion and Similarity to #7 
Leopoldo's pa.st 
Similarity to above #9) Vicente 
10 119-135 Leopoldo and family Similarity to #9 
(#10) Modesto S1m1larity to above 
Ticora Similarity to #5 
11 135-153 Romelio and Bramadero Similarity to #8 
Vicente and maid Similarity to #9 
12 153-175 Modesto's changes Similarity to #10 
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.§!_£. Content Association 
13 175-193 Romelio in hospital. Similarity to #11 
Justo a.nd Carmen Similarity to a.bove (#13) 
14 193-201 Ticora a.nd Rosa Similarity to #10 
15 202-212 Ticora a.nd Tronera. Similarity to #14 
16 212-2.52 Doctor Rosas Similarity to #4 
Cabo Romelio's re- Similarity to #lJ 
venge 
17 253-271 Leopoldo's family Similarity to #10 
The ~own in general. Similarity to all 
18 271-277 Vicente a.nd Cle.- Similarity to #11 
mencia. 
La Quimera Introduction to her a.nd 
similarity to #16 
Ticora Similarity to above (#18) 
19 277-289 Romelio in Bramacl.ero Similarity to #16 
20 289-296 Anastasio, firl!t- Similarity to #19 
person 
21 296-316 Vicente and maid Similarity to #18 
22 316-323 Tronera observes Similarity to #15 
and remembers 
23 323-340 Modesto, new busi- Similarity to #12 
ness 
24 340-354 Romello and Carmen Similarity to #19 
25 354-370 Ticora a.nd Rosas Similarity to #18 
26 370-384 Leopoldo in jail Similarity to #23 
Modesto recovering Similarity to above (#26) 
27 384-396 Rosas a.nd the flood Similarity to #25 
problem 
28 397-405 Ticora and Rosita Similarity to #25 
Tronera disappears Similarity to #22 
29 405-420 Rosas and Albricias Similarity to #27 
(#29) Vicente and maid Similarity to a.bove 
JO 420-431 La. Quimera. a.nd Similarity to #27 
flood 
Content Association 
31 431-4J8 Rosas and Albricias Similarity to #29 
32 438451 Justo and overview 
of town 
Similarity to #17 and 
all 
Beyond these general associations of the sections, more 
specific associations can be noted between the individual sec-
tions. Syst$me is experienced over syntagme in this general 
level because the associations are not spatial, Le. the associ-
ations are not necessarily found between sections that precede or 
follow one another. The novel has little development of lineal 
sequence, and if a sequential ordering were attempted, it might 
be concluded that the work is "poorly" constructed. Considering 
the work in te:rms of syntagme, for example, the second section 
would be more logically placed with the narration of Leopoldo's 
past immediately following the end of the first section, thus 
providing association through space and sequential order. The 
fifth section, dealing with Ticora and Rosita, does not fit into 
spatial sequence. In a more general sense, it could be noted 
that sections 5, 6, and 7 could appear in any order without 
altering the development of the novel. Section 11 would create 
a synta.gmatic relationship by having the first part deal with 
Cabo Ro111el10 after section 8, and the second part deal with 
Vicente following section 9. Perhaps the most exemplary case 
of the lack of spatial relationship is section 32 in which Justo 
appears after having had no significant presence since section 
13, and in this last section provides both a visual overview and 
resume of certain themes. It would only be a slight exaggeration 
J6 
to state that in a general sense spatial association is of no 
importance and the thirty-two sections of las causas supremas 
could appear in any order. Such a possibility would elilllinate 
the slight plot development discussed, but would not significantly 
alter the experience of-the novel because these actions are of 
little importance. As will be more apparent later in this study, 
action is more significant as movement in itself. 
Closer analysis of one individual section is likewise in-
dicative of the novel's development on the plane of s:ysteme. Sec-
tion 3 begins with a dialogue between Leopoldo and Encarnacion 
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at their room. They talk about the weather (it is raining), then 
turn to the theme of their adolescent son Justo, who still urinates 
in bed. Once this association is ma.de, and the focus turns to Justo 
(a process entailing one-half page), it remains on him for the 
remainder of the section. Justo steps outside, and after some 
brief introspection, observes his mutilated hand ("Miro SU pedazo 
de mano" p. 40). At this point the narrative focus appears to chaD.ge 
completely1 the next paragraph begins with "Por un 24 de junio el 
pueblo estaba. de fiesta" (p. 40). Thereafter follows a page and 
one-half description of the tomi and its festivities. Segundo 
enters, and they compete to determine which of the two is more 
!!!!:!:h2, using firecrackers as the deciding factor. Justo's hand 
is wounded with an explosion of a firecracker. The next paragraph 
begins "El recuerdo de aqeulla noche se quedo en el rostro de Justo", 
thus associating the disparate anecdote of the town's festivity with 
the original situation of Justo observing his hand. Then, the 
narrator employs a silll1lar type of association to change the focus 
to Carmen two paragraphs later: "Carmen era para el tan sagrado 
como su mano. Aparte de lo sagrado, lo unlco que verdaderamente 
atraia sus pensamlentos, sus sentldos, sus pasos" (p. 42). As 
this paragraph ls developed, it changes to Justo as narrator 
in the last sentence, a short sentence of interior monologue: 
Carmen era para el algo tan sagrado como su 
mano. Aparte ~e lo sagrado, lo unlco que verda-
deramente atrala sus pensamlentos, sus sentldos, 
sus pasos. Si hublese decldldo el confllcto en 
el momento ~ecuado, es declr, en aquellos domlngos 
cuando despues de la mlsa se encontraban para lr a 
comprar flguras de mil, otro hublera sldo el resul-
tado. Espero que el cabo Romello se hlclera presente. 
(my emphasis, p. 42) 
This final interior monologue, then, associates the narrative to 
the next subject, Cabo Romello (we have gone from hand, to Carmen, 
to Cabo Romello, in progressive association), since the next para-
graph begins: "Este llego y sin detenerse en nlnguna conslderaclon, 
le envlo a Carmen una carta con su hoja de vlda, le puso una clta, 
y ella concurrlo puntual, muy sobresallente, los nervlos amarrados 
con el fin de controlar lntellgentemente la sltuaclon" (p. 42). 
With this, and no further explanation, the narrative shifts dir-
ectly into a past dialogue between Cabo Romello and Carmen: 
--Qulero que seas ml novla para que sea ml esposa 
para que seas la madre de mis hljos y el sueno en 
ml carrera militar. 
Y Carmen: "Qulero ser tu novla para ser tu esP£sa, 
para ser la madre de tus hljos, marlscal companero 
y general de tu coplosa y bendeclda carrera mllltar, 
jml angel!" (p. 4J) 
Justo had overheard these promises, as ls explained 1n the next 
paragraph: 
iBesaronse! El pacto cumplldo, y las orejas de Justo 
como brasas pegadas a la cabeza. Noches largas y te-
diosas con el toro de su desgracla lanzanro cornadas 
contra SU corazon. (p. 4J) 
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This observation, in turn, causes Justo's reaction to the 
pa.ct between the two, an extensive interior monologue of some two 
and one-half pages. He recounts the history of his longings for 
Carmen, his suffering as he observed her from a distance, and his 
disillusion with her choice of the Cabo Romello. At the conclusion 
of the monologue, the narrative returns to the original situation 
(Justo standing in the rain by the house) with a series of minor 
details that lead.the focus back again to the house, 
_Desde lo alto de un a!Jilendro cayo un pajaro. 
Choco con las ramas y batio sus alas desesperada-
mente, tropezando con las ultimas hojas, antes de 
salvar el techo de la casa como una vibracion alu-
cinante de aire. (my emphasis, p. 46) 
This association with the house returns the focus to the original 
point of departure, Leopoldo and Encarnacion in the house com-
menting upon Justo. After the paragraph quoted above, the chapter 
ends as follows1 
--Dile que se entre, o le va a dar un catarro--
murmuro Encarnacion a SU marido, quien soplaba 
el carbon de la plancha por un rotito posterior. 
--Nadie lo mando que se saliera-- paladeo un 
poco de ceniza que escapo de la plancha. 
--Leva a dar catarro, lo que no hay ni vainas--
repitio ella. (p. 46) 
The lack of spatial relationship between these elements of the 
section- the house, the fiesta in the town, Cabo and Encarnacion, 
Justo's long monologue-- might suggest that these levels of nar-
ration would not fit together in a chapter, but the chapter is 
unified through associations. MaJly of the chapters function in 
this manner, on the plane of systeme, both be-cause they have 
several levels not connected by space or logical sequence, and 
because they are unified through association. 
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Another facet of Sanchez's fiction within the realm of 
' systeme is the tendency toward variations. Variations on the 
histoire can be as significant in the novel's communication as 
the progressive development of it. An examination of individual 
narrative sections shows this tendency toward elaborative variation 
of anecdotes. Section 16 begins with a bored Doctor Rosas at home 
with his wife. They quarrel over their daughter's behavior, and 
Rosas crassly reprimands her. For the first time in her life, 
she confronts him directly: -rodos estos aiios no existen. Todo 
lo que recuerdo es que ca.da noche has venido a echarte a m1 iz-
quierda, desde que olias a tra.go o a mujer barata, hasta ahora 
que hueles a diablo. Ya na.die te soporta". Bothered by this 
immediate situation, and apparently by his life in general, he 
suffers insomnia and takes a type of aspirin, a Mejoral, for re-
lief. He arises early in the morning and goes to Luis Fermin 's 
drugstore. He asks for three more Mejorales that he takes with 
water. After some conversation, Tronera enters, Soon afterwards, 
Rosas asks for another Mejoral, relating life in the town to the 
fact that Fermin had given him an Anacin instead of a Mejoral1 
-Este pueblo me va a matar con tanto cabron 
lunatico. Estos ultimos d1as haa sido un 1n-
fierno, haa sido una mierda de d1as. Parece 
que todo el mundo anda con las patas para el 
cielo. Mire usted. Le he pedido un maldi to 
Mejoral y me sirve un Anacin. (p. 221) 
The next question concerns how the Mejoral is to be taken, 
Loque mas ~orpendio a Luis Fermin fu! la 
ca.l.]!8- conque tomo la pasta de Mejoriq que !l 
creia era, y que el alcalde considero Anacin, 
para introducirla en la boca y empezar a chu-
parla como si se tratara de un dulce, antes 
de pedir con la misma benevolencia un vasado 
de agua. con agua. lleno de agua.. 
--iun vasado de agua. con~? 
--Pues claro hombre, no sera un vasado de meados. 
(p. 221) 
This dialogue completes what might be called the "basic anec-
dote". Instead of the next sequence following the development 
of this anecdote, however, we have a second variation of the same 
action, as the narrator explains: 
Segunda version sobre la pasta de Mejoral 
que doctor Rpsas acababa de pedir con posteriori-
dad al enfrentamiento con Tronera, y la protesta 
del primero ante la equivocacion del boticario 
Luis Fermin, quien absolutamente convencido, 
habla cometido la equivocacion de ofrecerle un 
sobre de Anacin ••• (p. 222) 
In the second version there is only a slight variation of the 
mayor's proclamation before taking the Mejoral1 
--jEste pueblo me va a matar con tanto 
cabron lunatico: Estos ultimos dias han sido mas mierda que otra cosa. Parece que todo el 
mundo se ha propuesto andar con las pa.tas arriba. 
Mire por ejemplo y no discuta. Le he pedido un 
maldito Mejoral y me sirvio un Anacin como gran 
cosa ••• (p. 22); see quote from p. 221 to compare 
the two versions) 
It is followed by a variation on the water problem, 
--Un vasado de agua con agua para pa.sar la pa.stilla ••• 
--iun vasado de agua. con agua! 
--jPues claro, hombre, no sera un vasado de meados 
del presidente de la republica: (p. 22)) 
Then follows the third variation of this banal event, 
Tercera version segun la cual (pido licencia 
senores para contarles la historia de un bacilo 
que movia muy bien las cad.eras, mientras un Ju-
rado de conciencia estudiaba las dimensiones de 
una linea envolvente, recurrente en tres puntos 
e intangible) el boticario Luis Fermin, antiguo 
campeon de ciclismo, entrego al alcalde del muni-
cipio un sobre de Anacin ••• (p. 22J) 
In this more brief third variation he simply asks £or the Mejoral 
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("Dame otro Mejoral que este desgraciado me ha hecho doler la 
santa cabeza"), and there is no variation on the water problem 
this time. Finally, the narrator offers the last variations 
Cuarta version voluntaria para voluntaries 
y sin pedir llcencia. Cuarta version llbre y 
rechazable para mayores de veintiun a.nos todo 
niiio_paga_bolet~, no hay entrad~ de gazicho, hot 
no fio ~a si. Cuarta version.para ver <}.uien 
tiene mas fresca de sabueso, o asi se templo el 
cobre, o del avion nace el calor, o cortame el 
pelo peluquero porque me fastidia la grasa que 
impide a las.manos SU presuncion, 0 no hay mal 
que por bien no venga, o no hay venganza por 
pequeiia que no tenga vena-, pena. {p. 224) 
Rather than a true variation on the Mejoral incident, it is more 
a variation on the previous variation, as is evidenced by the 
use of "y sin pedir llcencia" as in the third. After this para-
graph the narrative continues in a more sequential fashion again, 
continuing the stor-,-line with a comment by the druggist to re-
initiate the conversations "--Pues si doctor --solto el boticario 
de imprevisto --l,y como sigue el asunto de la virgen?" (p. 225), 
As a generality, it could be stated that all action of the 
novel is experienced more as a variation than essential mani-
festation or realization. Human relationships, for example, are 
expressed as (triangular) variations rather than the meaningful 
one-to-one relationships desired. One triangular relationship is 
developed among Leopoldo, Encarnacion and Modesto. In terms 
of theme, it is a variation on the~ theme, since it is 
machismo that motivates Modesto and machismo motivates Leopoldo's 
revenge. Carmen forms one side of a triangular relationship w1 th 
Cabo Romello and Justo. Taking this formulation one step further, 
one can note that the individual relationships between e~ch of them 
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seem to be variations on stereotypes-- especially the one between 
Cabo Romelio and Carmen. For example, when Romello says to her, 
"Quiero que seas m1 novia para que seas m1 esposa, para que seas 
la ·mad.re de mis hijos y el sueiio en m1 carrera m111tar" (p. 4J), 
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it has the effect of a platitude rather than as authentic senti-
ment. Justo' s lamentations have a similarly false ring. Vicente's 
unrealized relationship with Clemencia has as its variation his 
affair with the maid. The narrator describes Vicente as follows: 
"En el fondo estaba enamorado y no sabia de que. Asi era. Ena-
morado del amor en la vida, en su destino demasiado quebrado y 
senalado" (p. 275). His obsession with Clemencia and sexual 
interest in the maid are, in this sense, the expression of his 
general spiritual state. The relationships of all three men of 
the Agualimpia family-- Leopoldo, Vicente, and Justo- are slightly 
different variations on the theme of frustration within a family, 
and in a more general sense , of the fut1li ty of life in this 
town. Variations rather than full developments or realizations 
are the rule. 
other specific anecdotes are experienced more as variations 
than resolutions of a problem. The basketball game, perhaps the 
major "event" for the town, is ostensibly a competition between 
the police and students. In the novel, however, it is a variation 
of the triangle composed of Romelio, Carmen and Justo, since the 
two males play on opposing teams and the game is their confron-
tation. Toward the end of the novel the commission confronts 
Rosas with the problem of the disaster facing the town, the 
probable flood. Rosas' initial reaction is "Y todas las hlstorias 
son tristes". Then he complacently relates a story about his 
daughter. Finally, there is his "undertaking" • But rather than 
the undertaking called for in the face of disaster, the variation 
of·the "undertaking" is a long and absurd scene in which he leads 
an attempt to catch a rat that has entered the office during their 
conversation. In this case the variation converts a problem into 
a trivial circumventing of the basic situation, so producing an 
episode that apprpaches the grotesque, 
The importance of association and variation describe the 
experience of the novel on the plane a£ syst~me, Herein lies a 
fundamental difference between the fiction of Sanchez and that a£ 
someone like Alvarez Ga.rdeazabal of his generation. (We will note 
in Alvarez Ga.rdeazabal's work the exact placement of these-
quence in space.) The tendency toward syst~me, however, is not 
an exclusive right of Sanchez. Some predecessors along this line 
are Cepeda Samudio and, to a more limited extent, Rojas Herazo, 
In later fiction this tendency is found in the ficti011 of Aguilera 
Garramuiio, whose work will be discussed in the last chapter. A 
consideration of narration (the narrative situation for Barthes, 
as for Genette) points to factors that distinguish Sanchez from 
the preceding generation and that make his art especially dif-
ferent from that of other Colombians. 
The basic position of the narrator 1n this novel is outside 
a£ the story and outside of the text. He does penetrate the 
characters psychologically, Occasionally characters within the 
44 
45 
novel narrate sections in the form of interior monologues. In 
terms of Percy Lubbock's dichotomy between "showing" and "telling", 
the narrator does have the tendency to enter the narrative directly 
to·•tell".7 In contrast, the narrator's "showing" is highly mi-
metic. Barthes points out that these considerations of "represen-
tation" and "point of view" can be described in terms of the "code 
of the narrator". 8 
As a point of departure it should be noted that the basic 
code for representation is that of the contemporary novel in 
generals besides the rights of the conventional omniscient nar-
rator, the novel includes the interior character analysis common 
in contemporary fiction. By means of these interiorization tech-
niques there is analysis of specific characters, with special focus 
on Leopoldo, Vicente, Justo, Cabo Romelio, Modesto and Tronera. 
In the first section the narrator penetrates the town as a whole 
{very briefly) while they are in church, and focuses particularly 
on Leopoldo's frustration as head of the family. Later he is ob-
served closely as he reacts to Modesto's having taken advantage 
of his wife, and is seen through an interior monologue when in 
jail after attacking Modesto. In a flashback in the second section, 
we see Leopoldo's youth and his brother's fanciful schemes to make 
them rich. Section 7 relates some of Leopoldo's youthful plans. 
Vicente is described externally in his wanderings and amorous 
conquests, and internally as he thinks about Clemencia. Through 
interiorization we see his seduction of the maid as a replacement 
for Clemencia. In the same way, Justo is seen as he acts in the town 
and his interior monologue not only reveals his feelings toward 
Carmen, but also provides a type of summary- of the experience of 
life in the town by means of an extensive narrative at the end 
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of the novel. Besides being the seducer of Encarnacion, Modesto's 
interiorizations reveal his preoccupations with finding a permanent 
livelihood and with his _"art"-- the band he is trying to form. A 
notable section (#22, pp. Jl6-J2J) describes Tronera: he is first 
seen externally, the narrator describing how his marriage plans are 
frustrated because his girl friend is of a higher social class. 
When a funeral procession passes by there is another associative 
process, and an extensive interiorization in the form of a flash-
back narrates an anecdote in which Tronera had to cut the finger-
nails and hair of the corpse of his mother in preparation for her 
funeral. The narrator reveals the relationship between Doctor 
Rosas and Albricias in detail and,in the particularly effective 
penultimate section of the novel, uses interior monologues in 
parentheses after dialogue, for psychological analysis. Re-
garding the narrator's characterization, then, the novel fits 
within the conventions of the contemporary novel. 
In contrast, that pa.rt of the narrative in which the narrator's 
position ls outside of the story is at times quite traditional in 
the descriptive scenes. The narrator often finishes sections, 
for example, with descriptions that are highly expressive, or 
what might be called "good writing" in a traditional sense. This 
sense of being highly expressive is created by means of the use 
of metaphoric language. In this case metaphoric or "poetic" 
language is particularly notable because these narratives appear 
at the ends of sections and because they contrast with other 
less traditional narrative codes. For example, approximately 
midway in the novel one of the sections ends with the following 
two paragraphs describing Vicente: 
Quedo clavado como hlerro en un solo puesto y 
cayo de rodillas con las manos sobre los ojos. El 
sllencio de las cosas muertas, de los silencios 
siempre rebotados de espantos, de objetos e insectos 
latentes en el reverso del mundo, se deshojo sobre 
el asteroide senll de sus adentros como un rompi-
miento de resortes. 
En los ojos abiertos se prendia la humedad y 
una ete:cna. noche sin climas, donde los orines se 
,~esplazaban dejando huellas densas y apocrifas. Un 
'remado de sueiio y pesadllla. Un grito mas tarde. 
(p. 277) 
The use of metaphoric language such as "clavado como hlerro 
en un solo puesto, "el silencio de las cosas muertas", and "como 
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un rompimiento de resortes" is particularly exemplary of traditional 
writing, and recalls the writers of the previous generation, such 
as Rojas Herazo. The final short phrase ''Un grito mas tarde" ends 
the section with the type of understatement a writer like 
Hemingway might employ. The section that describes the committee's 
attempt to confront the disaster (section 27) ends as follows: 
Detonando entre suenos burbujas verdes1 ma.nos 
e invocaciones en el atardecer, todos los dias se 
levantan del suelo paladas de vapor que crecen junto 
a los a.rboles partldos, partiendo va en camlno el 
trueno queen el aire deja una estela de incredulidad 
repitiendose en su significado, memorias del tiempo, 
se ensombrece la tierra. (p. 396) 
Phrases such as "invocaciones en el atardecer", "todos los dias 
se levantan del suelo paladas de vapor", and "memorias del tiempo" 
are testimony of the narrator's apparent faith in the traditional 
expressive capacity of language (a faith that is not constant in 
the novel). Once more, the final "se ensombrece la tierra" creates 
a conventional fade-out to end the section. 
In the code established thus far, then, the narrator 
exercises conventions of "telling"1 he describes the char-
acters in detail and evokes scenes poetically. In contrast, 
at·t1mes he reverts to an extreme mimeticism. It involves a 
m1n1maJ. transformation by the narrator. For example, we note a 
tendency toward mimetic enumeration (instead of the swrunary in-
volved with "telling"), "Molesto con el resultado busco otro 
billete, otros bllletes, mas billetes, todos los billetes, todos 
los bosillos, todas las monedas ••• "(p.J6). When Carmen rejects 
Justo, he watches her depart and attempts to catch her at the 
door: "Lapuerta cerrose, con la misma violencia que el hab1a 
empleado en la de su casa. jPlasss:" (p. 182). The "jPlasss!" 
at the end is indicative of this tendency to use language at its 
most mimetic level, emphasized by the triple "s". The narrator 
describes a character attempting to count hands for orders in 
the local bar, El Bramadero: 
Este contaba con la mano, uno dos, tres, cuatro 
digamos cinco. Seis, siete, ocho, diez, quince, 
digamos veinte, tres y cuatro ochoi digamos diez. 
Sumaba: trece mas siete, veinte, mas cuatro (jun 
momento!), dec1a bueno, cuatro mas ... (parece que 
no oyeran) siete mas trece, veintiocho, digamos 
treinta para redondear esta cuenta. (p. JJ6) 
Now the tendency is more toward "showing", and to an extreme, 
a change from the previous code of "telling". In another case 
of enumeration, the narrator imitates everything Leopoldo says 
to Encarnacion: "Leopoldo regreso de la cocina despues de patear 
el lecho todavia tibio de SU Sobrino, y corrio en busca de 
Encarnacion para decirle vieja sinvergiienza, ambiciosa, traidora, 
pecadora, penitente, vibora" (p. JJ9). The enumeration of adjec-
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tives is more mimetic than transforming. In an episode between 
Romello and Carmen the na:c:ator refers to Romello as follows: 
El cabo reencuentra su pasado bajo un ceibo 
don~e las balas le cruzaban por encima de la cabeza, 
segun sus palabras, era plomo en balas que le enviaba 
alguien desde el otro lade, pum pum disparadera, campana., 
concierto, desconcierto, balazas disputandose un palmo 
de ventajas. (p. 344) 
Here the mimeticism is found in the repetition of "pum". In the 
continuation of this episode, the two are looking for a word in 
the dictionary, and as they repeat "b" thumbing through it, the 
narrator describes the scene as follows: "Bee, bee, bee, hasta 
que se fueron perdiendo en la geometria dispareja del dial.ego ••• " 
(p. J45), When Albricias is described in her final phlegmatic 
state, the narrator comments: "Glug glug fue todo lo que pudo 
hacer sonar a traves de las gr1etas de su came estallada ••• " 
(p. 438). The narrator makes a burlesque scene of an episode 
in which the Cabo Romelio escapes from the hospital, describing 
it step by step and mimetically: 
Cabo Romelio inseguro de lo que deb1a hacer, 
se acoplo como una mula her1da en un pie, retro-
cedio alzando las manes, dlciendo en voz baja: 
"Mierdita, que sera todo esto, sera que me estan 
espantando, mierdita", hasta que choco contra una 
pared que SU contacto amenazo con Venirse abajo. 
El de la campanita siguio avanzando ahora sin hacer-
la sonar, pero exhibiendo una sonrisa diabollca que 
le iba de oreja a oreja. Como por arte de magia 
en ese memento le sallo un pajarito de la boca que 
h1zo clue clue clue clue. "Debe ser mi reloj de 
came y hueso", medito el cabo espichado ••• Para 
ganar tiempo empezo a trotar sobre una sola pierna. 
(p. 179) 
The inclusion of' the exact words the character thinks ("mierda ••• "), 
and the repetition of the £!Y£. operate in conjunction with the 
final sentence to create the burlesque scene. Another extreme 
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case of "showing" has been employed, and in this example is humorous 
because of it. 
Similarly, at times the narrator interrupts the flow of 
his "telling" in order to show a scene mimetically. This pro-
cedure is technically a switch in the narrator's code. The flash-
backs often function in this manner; such is the case of the 
flashback discussed concerning the fiesta 1n the town during 
which Justo wounded his hand-- instead of simply telling what 
happened, the narrator shows it through a flashback, Likewise, 
the transcription in detail of the chasing of the rat marks a 
subtle change in codes: we move from the telling of a significant 
event in the novel (a "nudo" for Barthes) to a detailed narration 
of a catalisis, or filler of little importance, 9 Similarly, 1n 
a scene that takes place at the Agualimpias' home, Modesto sits 
next to Encarnacion and she offers him a cup of coffee. The nar-
rator states: ''Recibio una tazada de cafe casi hirviendo y se 
coloco a un lado de ella" (p. 196). To continue with the es-
tablished code of narrating this situation, the procedure should 
be the transcription of the dialogue that follows her giving him 
the coffee: "--Este invierno se me esta haciendo muy sospechoso--
dijo Encarnacion meditabunda-- estoy pensando algo que me da miedo 
decir" (p. 196). Before she says this, however, we have the inter-
calation of the following paragraph: 
Vicente no estaba., tampoco Justo. La.s vasijas 
seguian rebotandose ba.jo las goteras en la sala. La.s 
gallinas perdlan sus 111umas y los deseos de comer. 
La. mejor de ellas tenia el rabo completamente pelado, 
pero seguia poniendo su huevo diario~como si no le 
interesara la anormalidad. Permanecia arrimada a 
las paredes de la cocina tratando de ocultar el 
defecto clavando el rabo en la tierra. Por la 
mitad del patio un canal, dos mas alla., el 
agua regada, corriendo a fuerza con un vari-
able destillo, agua de dentro para afuera, de 
afuera para adentro. Se desplazaba de un 
solar a otro violando todas las propieda.des. 
(p. 196) 
The first sentence, "Vicente no estaba, tampoco Justo" does con-
tillue the lille of the main code, the story of the illteraction be-
tween Modesto and Encarnacion, adding the detail that they are 
alone • The following sentence is transitional in changing the 
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codes "Las vasijas segulan rebotandose bajo las goteras en la sala". 
The use of the verb "segulan" maintains the focus on the situation 
described, but on the other hand, it is a lead-in to a change ill 
the code, which will focus on external details (and we have the 
detail of the "vasijas" here). In the next sentence we have the 
other code: "Las gallinas perdian sus plumas y los deseos de 
comer". And finally, detailed focus is placed on the one chic-
ken (we are now completely away from the code of story-telling--
Modesto-Encarnacion): "La mejor de ellas tenia el rabo completamente 
pelado ••• " (p, 196). 
Although on this level of representation we have noted the 
tendency toward switching codes, in considering the position of 
the narrator in relationship to the story and the reader, the 
function of Sanchez's code breaking becomes more evident. Here 
we witness the narrator's u_,nique. role in relationship to the 
narrative, and the special problem of language in the writing 
of Sanchez. 
Despite the narrator's established omniscience, there is a 
breaking of this fundamental narrative code when this established 
relationship w1 th the characters is questioned. At times his 
position in relationship to the story is questioned through doubt 
as to his complete and "omniscient" knowledge of the matters at 
hand, and at other times his position is questioned more through 
tone, which can be more conversational than would be expected from 
a narrator extraneous to the story. 
Beginning with the problem of omniscience, we have the fol-
lowing scene in which the priest Ticora's helper Rosita seduces 
him: 
Rosita acaballada, no sobre un caballo, sino 
encima del estomago de la reverencia, le metio los 
dedos en las costillas y el otro empezo a refr como 
un pedazo de lija restregado contra una pared de con-
creto, y guizas le dec.ia1 "Oh no, :;,or caridad de Dies 
estate quieta, no me hagas males hazme tamales, oh oh 
por Dios dejame que tengo dolor de cabeza y de pancreas, 
me estoy riendo oh, jo jo jo", algµea cosa parecida, 
ro entre risas resultaba mu dificil determinar 
SU Siwficado, eso no es muy importante. my emphasis, 
p. 207 
The first "quizas" questions the narrator's usual omniscience, 
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and the words following the dialogue actually play with the nar-
rator's supposed omniscience, suggesting he was not able to hear 
over the noise. Similarly, the narrator relates the following anec-
dote in which Leopoldo is suffering among the worst days after 
Modesto's seduction of his wife: 
Tome una piedra dura fangosa con la que 
intento derribar la puerta, con el pesimo re-
sultado de que se le fragmento entre las manos, 
con el agua que ca.ia, no era polvo sino mascadura 
de piedradura y la puerta siguio cerrada, hasta que 
se apresto a emplear todo SU cuerpo aunque se le 
partiera la cabeza, y ocurrio que ••• por mucha 
temeridad que demostrara y agallas para decir 
so puta, so embarcadora, culipronta, por mas 
que seguia gritando SU mujer Encarnacion era 
puta como los cascos de mula, alebrestada, 
malparida, nose entend1a bien cuantas cosas 
ma.s ••• ocurrio. my emphasis, p. JJ8 
Three steps can be noted.in relationship to the problem of om-
niscience. First, the general established context is of om-
niscience. Second, we have a slight variation of it in the 
use of what has been called a mimetic code, enumerating exactly 
a long series of words the character said, such as "so puta", 
instead of using some type of resume technique. Finally, the 
breaking of the code with "y nose entend1a bien cuantas cosas 
In one section that studies Tronera in detail, the narrator 
follows his thought processes. An indicator of this penetration 
is a statement such as "Tronera sabe que es eso", and the fact 
that his thoughts lead to a mental process that is a flashback 
to the time his mother died. The narrator breaks his code, 
however, at one point in the section: 
El jaramango germinaba en el recode de los 
corredores, o aparecia sobre estos, reducido a 
una muestra rastrillada de tono amarillo que la 
mollizna terminaba borrando en las horas de la 
tarde. Con su trompeta de lata bajo el brazo. 
No lo pregunte. Puede gue lleve la trompeta, 
o puede gue sea la bocina gue acostumbra a usar 
para las anunciaciones del senor Carlos Renta, 
~- (my emphasis, p. 316) 
The sentence "No lo pregunte"is the transitional sentence of the 
code, being the first indicator o£ a change in the narrator's 
position. The verb "puede" implies the doubt that changes the 
code from the omniscience that characterizes the remainder of 
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the section. 
At other times the code is broken through changes in 
tone, rather than the levels of knowledge outlined above. A 
conversational tone can contrast with the naz-rator's technical 
position outside of the text. Early in the novel, for example, 
the narrator describes Tronera as follows: ''Tronera abria una 
boca aside grande• (my emphasis, p. 48). A subtle change at the 
end of the following paragraph changes from the "literary" code 
(naz-rator outside) to an oral one: 
Desde una serrania boliviana traia la 
imagen de una virgen que al parecer ofrecia 
toda clase de milagros. Un molde no mas grande 
que los sesenta centimetros, en el cual los ago-
biados encontraban consuelo para sus vidas. El 
obispo de La Paz la habla bendecido y todo. (my 
emphasis, p. 60) 
The last two words "y todo" mark the change. In discussing the 
Cabo Romelio, the narrator interjects a short phrase in an oral 
tones "El cabo Romello hay gue decirlo se esforzaba en hacerlo 
con mucha voluntad" (my emphasis, p. 100). Similarly, the nar-
rator alters his code in describing Modesto: 
Modesto canto sentado en la mitad de la 
calle, el repertorio que le obsequiarla a su 
tio esa noche. Eran melodlas de su propia in-, 
ventiva, algunas, todas, una, pocas que se sabia 
a ciencia cierta, porque tenia una manera par-
ticular de interpretarlas que impedia un re-
conocimiento justo de ellas. Se desprendia 
por algunas tonalidades, que se trataba de 
canciones conocidas, pero hay gue decirlo con 
justicia1 bastante deformadas. (my emphasis, 
p. 166) 
The narrator alters his normal omniscient relationship to 
the characters by placing himself at their level and commenting 
on them directly, communicating his attitude toward them, or at 
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times even ridiculing them. The following passage deals with 
Romulo, Doctor Rosas' secreta.cy: 
La. ira le enCeIJdio las mejillas: soy una 
trompa untada de 9.ue ••• soy un intestino arrastrado 
por ••• soy una arana negra y venenosa que vive de ••• 
soy un vampiro chupa sangre que de noche hace ••• 
soy la mosca de los basureros que un dia se para 
sobre el_pan, y al otro en ••• iNO! Que va. Ninguna 
cosa de esas. El es el secretario del doctor Rosas, 
segunda persona en jararquia poder y gobierno. 
(pp. 27-28) 
There is a three-step process: the narrative begi.ns in the 
words of the omniscient narrator, switches to a brief in-
terior monologue narrated by Romulo, who is then interrupted 
by a protest from the omniscient narrator-- "iNO! Que va"-
interruptillg not only the interior monologue, but also the 
position of the narrator outside of the story. 
The narrator's subjective attitude toward Clemencia is 
evident: "su hija Clemencia quien es tan fea como escobero" 
(p. 51). La.ter in the same section the narrator reveals his 
boredom with Clemencia and prefers to talk about Vicente, although 
he changes his opinion about this too1 
Resulta agotador hablar de sus p:rimeros pasos, 
que es mejor seguir con lo de Vicente, aunque tal 
vez no tenga el mismo interes. 
No, Clemencia es un ser abdominable, pero no mas abdominable que cualquier otro ser humano, 
cualquiera que sea. (p. 52) 
Al though not as opinionated about Carmen, his relative lack of 
omniscience is nevertheless evident: "Torciendo la cabeza, veo 
a Carmen asimetrica, desencajada de la realidad. Q.uizas lo 
esta" (p. 85). When Modesto tries to gather the funds to buy 
a barber chair for his latest enterprise, the narrator states 
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that Modesto went to Leopoldo, and then his reaction to these 
matters: "Recurrio a su tio Leopoldo. Le opuso muchos reparos. 
Inteligentemente" (p. J27). 
The factor of narration that distinguishes Sanchez from 
many novelists of the period of this study is his consciousness 
of language. For Sanchez, language has become over-used and 
almost meaningless; signifiers have lost their communicative func-
tion to become at- times mere space-fillers. Language becomes 
important as the expression of a monotonous and decadent society. 
At times this attitude toward language is communicated con-
notatively; at other times the narrator shows his consciousness 
of language mare directly through metalanguage.10 
If we understand the proverb as the most appropriate ex-
pression of worn out language and its signifiers practically 
devoid of a communicative signified, then Sanchez's attitude 
towarl language becomes evident. The characters frequently 
use proverbs or cllches. Sanchez ridicules their use by 
characters and also w1 thin his own narration. The narrator 
emphasizes Tronera's monotonous existence by using the proverb 
to describe it1 
Hoy (Tronera) tiene que decir que una senora 
esta resuelta a vender los aperos de un caballo, 
en perfecta estado, en la direccion. Que dos palas 
y hoces con poco uso las pueden adquirir en la mollda. 
Que sigue la peregrina.cion de los fiele~ cristianos al 
santuario de la Virgen De Las Rocas traida de Bolivia 
por extraiio poder del altru.1.smo que de esta manera quiso 
favorecer esto. Que se quede sin comprobar, sin 
estrenar de segunda mano, que lo bueno conocido es 
mejor que lo malo por conocer, ~ue el tiempo es 
apto para el recogimiento, y aside esquina en 
esquina. (p. J16) 
The repetition of "que" at the beginning of each clause produces 
the monotonous effect that is the experience of Tronera's banal 
job. The final step in expressing such emptiness is the para.-
phrasing of the cliche "que lo bueno conocido es mejor que lo 
malo por conocer, que el tiempo es apto para el recogimiento". 
In a section that deals with Leopoldo, the narrator has him enter 
the Bramadero, and then he steps into the narrative for the fol-
lowing paragraph: -
La fortuna es come la sandia, se descubre 
a mitad del camino, cuando la lengua del perro va 
lamiendo las estrfas de la muerte, la fortuna, para 
no despeiia.rse, es igual que un beso al amanecer en 
las asentadoras, no puede ser. Si no puede ser, la 
fortuna es tener sin tener, o aspirar sin aspirar, 
no llorar, ser feliz, de eso se habla, porque la for-
tuna es la felicidad, segun opinan los favorecidos, 
per tanto, la felicidad no tiene cara, ni cuerpo, 
es solo una palabra, Modesto no, sine Leopoldo, su 
tfo con el jaez en las verijas dando coces como un 
potro resabiado y calculando con las jarras del 
corazon la hora de los pies, etc. (p, JJ4) 
The narrator opens the paragraph with a series of cliches such 
as "la fortuna es come la sandia". Then he manipulates these 
cliches with a series of infinitives, adding complication to 
the meaningless. Any significant meaning that might be deduced 
from this play with language is questionable, and this attitude 
is more explicit at the end of the paragraph with the insertion 
of "etc". 
In one anecdote the priest speaks disparagingly of the 
mayor's government: "Su administracion esta corrupta desde las 
rafces, hasta las pobres ramas --afirmo el cura con resolucion". 
The narrator paraphrases the mayor's reaction: 
Pero no estaba corrupta segun contradijo 
el alcalde, argumentando que la rama judicial 
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y la rama ejecutiva,_tenian un ca.racter diferente, 
tan~o en la aplicacion de la ley, como en la auto-
nomia para pronuncia.rse sobre los acontecimientos, 
Una cosa era el molino, y otra el molinero, (p. JJ4) 
Th~ emptiness of language is expressed in two ways. First, the 
na.rrstor paraphrases the-"official" government language that 
Rosas uses in his defense, spea.king of the "rama judicial" 
and the "rama ejecutiva" instead of answering the accusation 
directly-- as it was stated. Then he recurs to the proverb 
"Una cosa era el molino, y otra el molinero". In the first 
case he uses overstatement to avoid direct communication, while 
in the second he uses understatement. Eventually the conver-
sation ends with the use of a proverb as the final evasion: 
--La. injusticia es la ma.dre de todos los vicios-
afirmo el cura cruzando una pierna que dejaba al 
descubierto las ligas negras de sus medias deshi-
lacha.das, 
--sf padre pero no gua.rde ese diezmo que mas vale 
paja.ro en mano, y pasemos a conversa.r de otra cosa--
pasa.r a conversa.r de otras cosas era preguntarle por 
el estado de su salud y los problemas de su ministerio, 
The problems are thus "resolved" by means of cliches. With the 
conclusions drawn through proverbs, the phrase "pasemos a con-
versa.r de otra cosa" is in effect gratuitous: the conversation 
had already reached its conclusion. 
When the maid decides to begin living outside the house 
of Doctor Rosas and Albricias, the latter advises her, using 
the following cllches: "Despues sera tarde, acuerdate de mi. 
Dice el refran, siembra para recoger y no tires las semillas 
al trillado por donde cruza el caminante. Arroja la semilla 
en tierra que ha sido revolcada por el arado" (p. 414). In-
dicative of the communication problem of the town, the maid 
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already knows this proverb: "--Lose mi senora, porque se lo he 
escucha.do en diversas oportunida.des al padre Ticora" (p, 414) 
At times the na=ator parodies the language of the char-
acters as a way of underlining the minimal communicative level 
of their expression. Continuing the conversation discussed above 
between the priest and the mayor, Doctor Rosas, we note that their 
dialogue becomes a parody of a meaningful act of communication be-
tween two people; The role of the na=ator makes it a parody, 
After the mayor explains about the "rama judicial" and ''rama 
ejecutiva", the priest states1 "--Lo grave es que fue rota y yo 
tengo mi propio concepto", The na=ator then states: "tenia el 
propio concepto sobre la interrelacion ••• " imitating the priest's 
words, Doctor Rosas !fflSWers "--Yo no se de esas cosas padre", 
followed by the narrator's parody "no sabla de esas cosas el 
alcalde Rosas". With each repetition the parody becomes more 
acute: the mayor finishes his next answer "ya que asi me parece 
justo" and the na=ator reiterates "Le parecio justo al doctor 
Rosas", Then the parody is extended one more step, with the nar-
rator imitating the priest's words twice1 "He venido mas bien a 
reclamar con todo rigor ya que Ud se pronuncie abiertamente sobre 
ciertos acontecimientos que me inquietan --le inquietaban al cura 
Ticora, decia me inquietaba, ••• " {p. J60). Rather than communi-
cation it is a parody of a conversation. 
Similarly, an episode involving the Cabo Romelio and Carmen 
becomes a parody of a love scene because of the language. Romello 
speaks to Carmen: 
No es que te quiera, es que no me quieres, 
es que tu quisieras, no es precisamente eso lo 
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que, porque_si tu me quisieras ••• te quiero pero 
no puedo,_si puedes si me quieres, pero note 
quiero asi, y se estaba.n diciendo de querer tantas 
cosas que al final daba.n por saldado el incidente ••• 
(p. J42) 
The narrator does not ha~e the function as in the priest-mayor 
dialogue, but we experience a similar language problem. The verb 
"querer" becomes meaningless in terms of expressing feelings, and 
rather than the expression of' them, the incident becomes a parody. 
When Albricias explains to the maid that it will be necessary 
f'or her to be near home at all hours of' the day, the maid's res-
ponse is paraphrased and transformed by the narrator. It reads 
like a parody of' the evasive answer: 
La mucama le diria, sf m1 senora, comprendo 
la consternacion esta por verse y de veras siento 
en m1 corazon pero llorar no puedo, es cierto que 
una se va acostumbrando a ciertas familiaridades, 
reposiciones 1nevitables, como el perfume o la 
santificac.ion,pero el mundo of'rece este paso mucho, 
que tarde o temprano tenemos que aceptar, en el 
nombre del padre y de los sentimientos, pero en el 
f'ondo yo ando conf'undida con el amor que me of'rece 
un muc~ho mur querido y buena persona y Ud com-
prendera m1 senora que para tan poco camino, menos 
cuerda, jugando el destino se encuentra la fortuna. 
(p. 411) 
The transformation becomes apparent both in the length of the sen-
tence in contrast to the short interchange of' words that precedes 
it, and in the vocabulary. Phrases like "reposiciones inevitables" 
and possibly even "jugando el destino se encuentra la fortuna" 
are not typical of' the maid's language. They are the narrator's 
transformation of' a dialogue in which words a.re excessive and com-
munication is minimal. Similar to the dialogue between the priest 
and the mayor, it is experienced more as a. parody of' a. dialogue, 
both in content and style. 
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By taking a banal conversation and transforming it into 
elegant language the narrator creates a similar parody from a 
dialogue between a policeman and Caba Romelia: 
El cabo, como ocurre frecuentamente en.estos 
casos,,le dijo primero gabron. Le confeso que no 
entendia a caba.lidad que deseaba significarle con 
con aquello del no pa.go complete del arma, si por una 
parte los mismos hechos anteriores nose repetiran, 
ante todo,porque no esta~ resuelto a ~olerarlo, yen 
seggndo termino, en n1ngun memento tenia pensado 
robarselo. En unos dias se lo devolveria, cuando 
se hiciera a una escuadra automatica de unos 
dieciocho tiros. (p. 240) 
Since the Cabo does not speak so eloquently in his dialogue, the 
humor arises from the narrator's transformation within the con-
text of the banal situation, 
Whereas the narrator's attitude toward language of the 
characters tends to be experienced as parody, at other times 
his consciousness of language is more explicit. His explicit 
metalanguage suggests that language has lost its value through 
overuse , or that it simply is not appropriate for expression. 
In a scene in which Ticora seduces Rosita, she says to him: 
•-Ay padre, Ud acaricia muy duro•, and the narrator explains: 
"La queja de Rosita solo estimulaba los instintos, la ferocidad, 
la lujuria, las pretensiones, las inclinaciones, para llamar de 
alguna manera su actitud ••• " (my emphasis, p. 6J). First, the 
narrator has expressed the inadequacy of language in his search 
for the apprcpriate noun, enumerating five of them. Then he 
changes to metalanguage as he comments on his own language and 
the necessity of having to say something: "para llamar de alguna 
manera su acti tud". The first part of the sentence, the enumera-
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tion of nouns, is an example of the language process in the novel: 
the narrator often feels the necessity of using several words to 
compensate for their lack of expression, In a reference to one 
character, the narrator l?tates: "se fue durmiendo al arrullo de las 
aguas cristalinas de un pozo, durmiendose con el pellejo regado 
de arena bajo la luz de sol (impenetrable mirada del sol) en 
el silencio" (p. 37). The insertion of the extra words in paren-
theses seems to respond to the same impulse noted above in the 
enumeration of nouns-- a search for a more expressive mode of 
communication within the limits of language. In continuing 
the anecdote about Agustin the narrator states: "El ultimo 
hijo que engendrara lo condenaba tambien a la cama, porno decir 
muerte ". Just as "llamar" signals the change of codes to meta-
language in the example above, "decir" has the same function here. 
The narrator uses the euphemism "cama", and then comments on 
his own language that has avoided direct communication, a common 
problem in the town, as we have seen. In describing Clemencia 
the narrator states: "pero la imagen de Clemencia espantosamente 
espantable, aparatosamente operatica y acromatica, para colocar 
una pa.labra mas, le entro per las meras verijas como una aguja 
capotera,_enviandolo de cabeza al cielo" (my emphasis, p. 51). 
In this case the search for expression is carried out through 
association: thus, "espantable" is suggested through sound by the 
"e.spantosamente" that precedes it, and the esdrujula "acromatica" 
is a variation on the preceding esdruiula "operatica". The phrase 
"para colocar una palabra mas" is the conscious metalanguage that 
seems necessary for Sanchez after the use of such a language 
process. In a later description of Clemencia the narrator ex-
plains1 "Clemencia no tiene por supuesto la culpa de ser asi, 
n1 haber nacido hija de un personaje tan notorio como el doctor 
Rosas. Sobra. hacer esta aclaracion, como sobra tambien decir que 
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sus meriitos corporales eran lastimosos" (p. 52). The "Sobra hacer •• ," 
is metalanguage, and in accordance with the narrator's attitude 
toward language, it could be noted that almost any "aclaracion" 
for Sanchez would be excessive (sobra.), since apparently so 
little is of importance, 
The problem of the inadequacy of language becomes humorous 
in a narrative section that describes Ticora, It begins, "Puede 
ocurrir, pudo ocurrir que el 3 de abrll cuando el reloj anunciaba 
las dos y treinta minutos de la tarde, el cura Ticora se le es-
condiera a Romulo, •• "(p. 193). The variation of "puede ocurrir" 
with "pudo ocurrir" suggests the lack of precision of the former. 
In the second paragraph the narrator affirms this in his meta-
commentary: "Se dice que puede ocurrir, o pudo ocurrir, porque 
se trata de una situacion francamente clandestina, tan soterrada 
que ni los mismos astros podrian significarla", Later in the 
same section the narrator finds he cannot encounter the exact 
way to "signify" the situation between Encarnacion and Leopoldo, 
and uses the same combination once more: "Puede ocurrir, pudo 
ocurrir que el 3 de abrll cuando el reloj anunciaba las tres y 
treinta minutos de la tarde, Encarnacion la esposa de Leopoldo 
Aguallmpia ••• " (p. 195), Later in the same section the narrator 
reiterates the verb "suponer" with an effect similar to the "poder" 
above, The paragraph begins "Se supone queen ese momento 
Enca:macion lo llevo tomado por la mano ••• " and six lines 
afterwards the paragraph ends "As{, luc1ria un rostro agra-
ciado que le facilitaria consegu1r muchas novias, y casarse 
con una de ellas si as{ lo deseaba, como era de suponerlo (my 
emphasis, p. 197). 
In addition to the function of metalanguage in commenting 
on the language of the novel, it also reflects certain attitudes 
of the narrator.· The general attitude communicated by meta-
language co=esponds to the basic themes of the work. For 
Barthes, language as such is operating within the realm of 
11 the connotative function of metalanguage. Just as life is 
seen as monotonous and no more than a game 1n this town-- game 
in the sense of action with no transcendent meaning- the nar-
rator communicates this attitude through language. Life is a 
series of insignificant variations on the level of action 1n the 
novel, and the language is likewise variations, but is not capable 
of expressing or penetrating essences. The narrator's attitude 
1n accordance with the pervading emptiness of life 1n the town 
is appreciated in many of his statements on the level of meta-
language, such as ''Resulta agotador hablar de sus pr1meros 
pasos, que es mejor segu1r con Vicente". The narrator reveals 
his indifference toward narration in transcribing Leopoldo's 
dialogue: "No lo sabias. Bla, bla, bla, bla, bla, etc. "(p. 
127). He demonstrates his attitude toward the Church when he 
comments parenthetically on the use of a capital ''D" for "Dios"1 
"Clemencia seguia desarrollandose con sus piernas siempre delgadas, 
dejando a un lado los vestidos que la hipertrofia le subia hasta 
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encima de la. rodilla, semblanza que las religiosas despreciaban 
por obscenas y poco gratas a los ojos de Dios (con ma.yuscula 
por favor)"(p. 4J5), His metala.ngu~, then, corresponds to 
the experience of the novel in terms of its basic plot and lan-
guage. 
Compared to the two most significant novels of 1967, Cien 
anos de soledad and En noviembre llega el arzobispo, both by 
writers of the previous generation, Las causas supremas marks 
a shift toward an emphasis on language, not just as a vehicle of 
expression, but as a phenomenon in itself. For Rojas Herazo, 
language is adequate as a means of expression and the writer's 
confidence 1n language is experienced by means of his punctllious 
manipulation of it for specific effects. As far as the transcendence 
of regionalism is concemed, it is part of the experience of this 
work, but now the act of transformation is also significant. 
Looking back to the humor of Garcia Marquez and forward to that 
of Alvarez Gardeazabal, we find little in common with Sanchez: 
instead of the humorous incongruencies created through the process 
often called "exaggeration" or commonly related to "magical-
realism", humor is created more through language. 
In many ways Las causas supremas is a novel of variations 
whose unity is found in associations. The basic structure, des-
cribed as operating on the plane of syst~me, is a series of vari-
ations related through associations, and the individual sections 
find their unity through internal associative processes {such as 
the ca.se of Justo and his injured hand). The actual anecdote 
of the novel also emphasizes variations rather than significant 
events-- the ca.se of the Mejoral being the illustration par 
excellence-- and the development of the plot is a relatively 
minor factor in the novel. At the level of the narrative 
situation, the constant changing of codes is indicative of the 
variations in the novel's mode of representation, alternating 
from "telling" to an extreme mimeticism. The narrator's cons-
ciousness of language and awareness of the emptiness of tradi-
tional rhetoric causes him to search for variations in expression, 
even though his basic attitude seems to suggest that any attempt 
to capture the essence of language-- or anything else-- will be 
futile. In this sense theme and technique function concomitantly 
to create an experience of life as a game-- there is movement and 
change in experience, but it has no meaning beyond this change. 
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CHAPl'ER III 
COLA DE ZORRO (1970) 
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Fanny Buitrago's second novel, Cola de zorro, shares many of 
the attitudes observed in. Sanchez's novel, and, in general, attitudes 
that this generation of writers have in common. As in Sanchez's~ 
causas supremas, characters suffer a certain lack of direction, and 
their existences are for the most part boring. Buitrago is also 
similar to another member of the generation, Alvarez Gardeazabal 
(to be discussed in the next chapter), in the expression of a domi-
nating tradition that maintains the status quo, Her work differs 
from much Colombian fiction since Cien a.nos de soledad in the lack 
of a humorous attitude toward the reality she creates, Humor is a 
significant factor in works by Garcia Marquez, Sanchez, Alvarez 
Gardeazabal, and Aguilera Garramuno, although it is clear they use 
different techniques in its presentation. In each of these novels 
techniques that produce humor are directly related to the trans-
formation of regionalism. In Buitrago's novel, however, the novel-
ization of place (or region) is even less significant in the ex-
perience than in the case of Las causas supremas. Buitrago, rather, 
transforms reality through a process most aptly described as the 
novelization of a concept,1 As has been pointed out in a study of 
recent fiction of this type: "In novels of this kind, the quality 
of the reader's experience frequently depends on the extent to 
which individual characterization is sacrificed in order to use 
devices that novelize the concept or leave a general mood, a vague 
notion",2 In the case of Cola de zorro, the reader's experience does 
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depend on individual characterization and the sacrifice of it, 
The concept under consideration is the family-- its "heredity" 
and traditions. (In the experience of this particular novel the idea 
of "heredity" becomes quite similar to what we would normally call 
"heritage",) A sentence that essentializes the novel's anecdote is 
"A family disintegrates", Paradoxically, a concept that describes 
the novel's total experience, rather than just the anecdote, would 
be "A family perpetuates itself", In saying "family" we are not 
speaking of a novel about a family in the usual sense, either as 
an immediate family or as an extended family, Rather, the reader 
gradually develops an awareness of a large number of characters who 
are related through a complex network, either by blood, marriage, 
adoption, or in some cases, even well established friendship, (For 
a visual image of this "network", see chart on page 72.) The novel 
is a study of the human relationships within this family, or clan. 
The relationships themselves are more significant to the novel than 
are the human beings described as individuals. This fact explains 
why Cola de zorro is a novel of concept rather than a novel of char-
acter or plot, 
The book is divided into three parts, "Ana", ''Enmanuel" (sic), 
and "Malinda". The three parts relate the story of approximately 
three generations of the Reyes-Centeno family. Each of the three 
sections focuses on a limited segment of the family, with occasional 
references to members that are emphasized in other sections, Part I 
takes place almost entirely in Bogota and in a time period that 
could be called a recent past, perhaps within the last fifteen to 
twenty years, It has eleven chapters and deals with Ana Gonzalez 
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who, having married Lucas Reyes Reyes, becomes part of the influential 
Reyes family. Ana's life is described during two time periods. Dur-
ing the first, a "present" which opens the novel, Ana is married to 
Lucas and associates with his friends. The other time period is 
during an epoch approximately six years before this "present". This 
second is important because it relates the activities of the revo-
lutionary Benito Viana Reyes who apparently dies in a plane crash, 
In reality, he had landed the plane and exploded 1 t afterwards. Be-
fore meeting Lucas, Ana was Benito's lover, Morella, Ana's sister, 
was also Benito's lover, At the end of Part I, which takes place 
in the Hpresent", Ana visits an apartment occupied by some political 
activists (Ana is neither actively nor intellectually engaged in 
revolution) and they are all killed by the police, Of the eleven 
chapters in this Part I, two deal with time and place outside the 
story described above, The second deals with Claudia Viana, who 
marries Manuel el viejo, who is three times her age. Besides having 
one son by Manuel, she takes as an adopted son a boy who has been 
raised by the community and is called Bernabe. Thus, Bernabe takes 
on Claudia's name and becomes Benito Viana Reyes (p. 2)). The 
seventh chapter is narrated by a daughter of Manuel el viejo. She 
is not identified. Her narration describes the modernization pro-
cess that the region is undergoing, the rebellious Salgado family 
of the same region, and more of the story of Benito Viana Reyes 
(Bernabe). 
Part II, "EnmanuelH, takes place in Opa.lo, a small town "within 
seeing distance" of San Miguel del Viento on the Atlantic Coast. It 
is the same location as in Chapters 2 and 7 of the first part, In 
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terms of time, it takes place after Part I (except sections in which 
characters relate past events). Enmanuel is supposedly the son of 
Narcisa and an unkno111 father, It becomes apparent in this chapter, 
however, that in reality he is the son of Evelyn-Evelyn West and 
Benito Viana Reyes. After landing the plane in the area, Benito 
lived with Evelyn-Evelyn West. Besides Enmanuel, this pair had 
another son, Giovel. Enmanuel has returned to Opalo to seek revenge 
on behalf of his dead brother Giovel, who has been killed by Esau 
Centeno. Esau Centeno is the "father" of the town both because 
he is its leading figure and also because he has fathered many of 
its inhabitants. He engendered fourteen daughters by his wife 
Ana Maria Tha.ma.r. Enmanuel does confront Esau, who is shot by 
Evelyn-Evelyn during the encounter. Evelyn-Evelyn is the daughter 
of Ebenezer West, who had come to the region in order to interview 
the guerrilla Guadalupe Salgado. Unable to secure the interview, 
he eventually organizes a whisky operation in the area. He fathered 
Evelyn-Evelyn by an unnamed "isleiia" who died soon after Evelyn-
Evelyn's birth. Following Esau's death, EnmMuel becomes the new 
leader and hero of the town. At the end of the chapter, the army, 
having lea.med of Esau's death, moves into the town. Since there 
are very few people and no resistance, they leave, disappointed for 
not having found any revolutionaries. 
Part III, "Malinda", is narrated for the most part by Lisa 
Reyes West, the daughter of Lucas Reyes and Evelyn-Evelyn, who 
marry after Ana's death and before Evelyn-Evelyn returned to the 
coast, The subject of Part III is Malinda, the da.ughter of Claudia 
Viana Reyes and Diego Cabo, Lisa has been Malinda's friend from 
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childhood, Besides the personal story of their relationship, Lisa 
tells about her own relationship with Rodrigo Viana, which eventually 
leads to her marrying him, Lisa also tells about the presidential 
bid and political career of Diego Cabo, who was a political activist 
with Benito Viana Reyes, -At the end of the novel, Diego Cabo is 
assassinated, Lisa realizes it was a mistake to have married Rodrigo, 
and Malinda runs off with Rodrigo. 
The following cast and chart may be useful in identifying the 
main characters, 
Lucas Reyes Reyes: the main figure of the family in Part I. Brother 
of Claudia Viana Reyes. He marries Ana Gonzalez, After Ana's death, 
he marries Evelyn-Evelyn West. 
Ana Gonzalez: of humble background, she is the first wife of Lucas 
Reyes Reyes. She had previously been a lover of Benito Viana Reyes, 
the guerrilla leader, She is erroneously identified as a revolution-
ary by the police, and is killed at the end of Part I, 
Morella Gonzalez: Ana's sister. She is married to Francisco, but 
at the same time has an affair with Benito Viana Reyes, 
Benito Viana Reyes: of un!U>wn origin, he wa~ raised in Opalo by 
the community in general and called ''Bernabe", After being adopted 
by Claudia Viana Reyes, he takes the name Benito Viana Reyes as a 
young child, At the age of 11 he leaves Opalo, just as the local 
soothsayer had said he was destined to do. He becomes a guerrilla 
leader during a period that would correspond approximately to "la 
violencia" in Colombia. He is apprehended by the police and jailed. 
He escapes, steals an airplane, and according to newspaper accounts, 
dies in a crash, In reality, he landed the plane and exploded 1 t 
later, He subsequently has a secret affair with Evely~-Evelyn West, 
fathering Enmanuel and Giovel. His relatives in Bogota believe him 
to be dead, and he becomes a hero figure, 
Claudia Viana Reyes: marries Manuel el viejo in Opalo, She is very 
young and he is three times her a.ge, She has one son by_Manuel el 
viejo, She adopts and raises Benito Viana Reyes (Bernabe). Later 
she goes to Bogota and marries Diego Cabo, Her daughter with Diego 
Cabo is "Malinda", the central figure in Part III. 
Malinda: the daughter of Claudia Viana Reyes and Diego Cabo, She 
spends a large part of her life being "lost" (Part III). She has 
an affair with Enmanuel in Bogota, and at the very end of the novel 
runs off with Rodrigo Viana, Lisa Reyes West's husband. 
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Diego Cabo: when young he is a political activist and comrade of 
Benito Viana Reyes (Part I). Later (Part III) he marries Claudia 
Viana Reyes and becomes involved in institutional politics, He 
becomes a popular presidential candidate for the left, but is assas-
sinated. 
Esau Centeno: the "father" of Opalo. He has fourteen daughters by 
Ana Maria Thamar. Being the dominant figure in the town, he kills 
his potential rival to power, Giovel Centeno, After a ten-year 
absence, E~uel returns to Opalo to avenge the death of his brother 
Giovel. Esau is killed in an l!ncounter, although it is Evelyn-
Evelyn who actually shoots Esau, 
Enmanuel and Giovel Centeno: they are named "Centeno" because 
Narcisa (a Centeno) claims to be their mother. In reality, they 
are the sons of Evelyn-Evelyn West. Enmanuel has an affair with 
Malinda and another woman concurrently in Bogota (Pa.rt III). 
Lisa Reyes West: daughter of Evelyn-Evelyn West and Lucas Reyes, 
She is a friend of Malinda from childhood. She marries Rodrigo 
Viana, but becomes disillusioned with the marriage. At the end 
she loses Rodrigo to Malinda and consequently invites Enmanuel 
(Malinda's lover) to her house. 
Evelrn-Evelyn West: the daughter of Ebenezer West and an "isleiia", 
In the region of Opalo she becomes the lover of Benito Viana Reyes 
after he lands there 1n his stolen airplane. Later she moves to 
Bogota, where she becomes the wife of Lucas Reyes Reyes. 
The novel's structure in three parts provides for three experi-
ences of the concept "A family perpetuates itself". Directly related 
to the family is the problem of human relationships, since the entire 
question of perpetuation depends on the relationships among people, 
Each of these parts of the basic structure provides for different 
levels of analysis and understanding of the family: different levels 
among the three individual parts, and different levels within the 
parts themselves, Each one provides an entire story of the partic-
ular segment of the family on which it focuses and thus could stand 
as an individual narrative unit. Each part, however, joins the other 
two in such a way that each enriches the experience of the other, 
adding new dimensions to what we !mow of the family and expanding 
the concept of what it is and what it implies. 
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In the first part, "AnaN, the concept of the family ls experi-
enced in two ways. First, a concept of what the family means is con-
veyed through a contrast that ls developed between Ana {as an element 
outside the family and different from it) and the family itself. 
Second, the variation in narrative point of view provides a dia-
chronic study of what the concept of family implies, in addition 
to providing a broader description on a synchronlc dimension. Vari-
ation in narrative point of view ls also the source of a certain 
element of mystery, 
Technically, the contrast between Ana and the people with whom 
she comes into contact in Part I is effected through interiorization 
devices that clearly differentiate her from the rest of the group. 
She is different from the others in two ways: first, the reader knows 
Ana more intimately than he knows the other characters; second, be-
cause of this knowledge, the reader appreciates her as being dis-
tinctly different from the rest. In the first chapter Ana ls con-
trasted with Lucas. A transformation of reality is effected in the 
opening paragraphs through techniques that change the narrative to 
a level of fantasy, A style that evokes the mood of a fairy tale 
controls the reader's appreciation of Ana's inner self and dis-
tinguishes her particular reality from the reality of the other 
characters. The first step in this evocation is a quote at the 
top of the first page of the chapter from El cerro de los elfos 
by Hans Christian Anderson: 
El anclano rey de los elfos habia hecho pullr 
su corona de oro con un yeso molldo: era un 
yeso extra, y para un ray de los elfos es muy 
dificll procurarse un yeso extra. En el dormi-
torlo, las cortinas estaban corridas y sujetas 
con baba de culebra. Esto puede dar una idea 
del ruido y de la algarabia que alll habia 
habido. (p. 11) 
In the opening paragraphs, the plane of reality suggested by this 
quote is related to the novel's anecdote through several allusions 
to the Dia de San Juan. Near the beginning of the first paragraph 
the narrator observes: "Como todos los aiios, al aproximarse el Dia 
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de San Juan, el ambiente comienza a filtrar ansiedad contenida y Ana 
se convierte en una extraiia" (p. 11). From the beginning, Ana is 
1n this way related to an imaginary world. Vague references are 
made to Benito, but the reader does not know who Benito is. Ana's 
uncomfortable feeling suggested 1n the first paragraph is supported 
by the opening lines of the second paragraph: "Aunque llovio parte 
de la noche yes tarde ya, casi el medio dia, Ana despierta sudando". 
Her apparently unstable psychic state is described as related to her 
attempt to understand the unknown Benito. This effort is also associ-
ated with her anguish: "Comprender se disuelve en miedo, ansiedad, 
dolor de cabeza" (p. 11). At the end of this description of Ana, 
which has associated three basic elements (Hans Christian Anderson, 
fantasy/Benito/anguish), there is a short interior monologue by Ana 
which provides a resume of her present conditions "De la soledad es 
el motivo. Un poco de esfuerzo y sere una alcoholica mas" (p. 12). 
Contrasting with the intimacy of this interiorization of Ana 
that opens the chapter (the first two paragraphs), the characteri-
zation of Lucas is exterior in its technique. As a person he is 
quite stable, also contrasting with Ana in this respect. In these 
first two paragraphs in reference to Ana, there is only one mention 
of Lucas. This allusion to him begins to create the dichotomy be-
tween the two: "La alcoba muestra el orden implacable exigido por 
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Lucas" (p. 11). The reader has observed Ana as a character moved 
by intangible feelings and memories; Lucas demands "orden implacable". 
We first see Lucas act in the chapter through Ana's perception, and 
once more the characterization suggests his methodicalness: •sa-
boreando el agridulce de la poclma, Ana se concentra en los sonidos 
de la planta baja. El tappp-tappp-ppp ritmlco, estrlpltoso, de la 
maquina de Lucas se agolpea en el ultimo peldaiio de la escalera, como 
sl un enjambre de moscas zumbara sin conclerto" (p. 12). The rhythm 
of his typewriter seems to suggest the orderliness of his life, Later 
in the first paragraph, there is a description of Lucas and a dialogue 
with Ana that clearly defines the contrast between Ana and Lucas, be-
tween the outsider and the member of the family. In the paragraph 
that begins with the reference to his typing, the narrator refers 
first to Lucas's strictness about diet and nutritional matters, 
"Cuestlon de balanceo dletetlco. Lucas se muestra partlcularmente 
estricto en ese punto, mas,mucho masque en otros aspectos. 'Verdu-
ras, frutas, proteinas, el minlmo de harinas, pescado dos veces 
por semana". His characterization ls in accordance with the order 
in the room and the rhythm of his typewrl ter. Then, Lucas uses a 
kind of verbal violence, clearly defining the difference between 
himself and Ana, something the reader has already experienced in 
other ways: "Hasta un nlno lo sabe. lQue clase de educaclon te 
dieron en tu casa?"(p. 12). Obviously, Lucas feels there ls a 
difference between his "casa" and hers. 
The contrast between Ana and the other characters ls devel-
oped throughout the first part, and this ls the primary technique 
that the narrator uses in developing the concept of the family. 
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In the third chapter, the narrator's attitude toward the characters 
(the Nfamily") and his direct explanation of their feelings, motives, 
and intellectual capacities once more create a dichotomy between them 
and Ana, In this chapter, Manuel directs a play about Benito, and 
afterwards there is a meeting at Manuel's house. In the description 
of the meeting, the narrator first describes it dispassionately, 
"Las reuniones y fiestas de Manuel constituian un exito total" (p. 
28). In the following sentence a more definite attitude is ex-
pressed: "Eran suficientes las personas, en el mundillo intelectual 
y politico de la ciudad, que darian cualquier cosa por ser invitados 
a casa de los Viana• (p. 28). The statement suggests the social 
rather than ostensibly intellectual function of these meetings. More 
significantly, the use of the word •mundillo" suggests a negative 
attitude on the part of the narrator. In the same paragraph there 
is a contrast with Ana, who does not seem to fit into the group: 
"Ana no era importante, ni tocaba instrumentos musicales, no sabia 
imitar ni cantar opera, y se negaba a dejarse pintorretear cuando 
jugaban a dra.cula, tampoco figuraba en las cronicas sociales, la 
madre de Lucas la rechazaba como nuera". It is important to note 
not only that Ana is different from the others; since she is dif-
ferent, she is not considered "important"-- clearly an observation 
made from the standpoint of the people. Besides this difference, 
the development of the contrast between Ana and the others continues 
to indicate the superficiality of the latter, in support of what had 
been suggested by "mundillo". Ana is incapable only of these more 
superficial or outward expressions. She is knowledgeable about 
theatre, for example, and the narrator explains she has a good sense 
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for setting a play on stage, for recognizing the real quality of 
a play if it is present, for using stage effects, and for ma.king 
scenery significant (p. 29). In view of the fact that Ana is capable 
of recognizing these aspects of theatre, and whereas her deep pre-
occupation with Benito has ·been observed, the description of the 
others' experience of the play creates a dichotomy between Ana and 
them: "Las mismas personas que, seis a.nos antes, hubiesen pagado 
par ver a Benito en la carcel aplaudieron entusiasmadas" (p. 29). 
The final image comparing Ana and the others creates another view 
of the dichotomy: Ana is in the background, quiet and withdrawn 
as in the opening page of the novel, and Manuel, director of the 
play, is the center of public attention, but falsely soi 
Procurando pasar desapercibida, se~a de que no 
podria conservar la calma, Ana entro de nuevo en 
el palco. Manuel se enjugaba el sudor con un 
pa.nuelo de opal seda, acosado par libretas de 
autogra.fos, bombillas de flash, y absw:das excla-
maciones. (p. 33) 
The narrator's adjective "absw:das" leaves no doubt as to the nature 
of those with whom Ana is contrasted. The fourth chapter, which takes 
place during the period when Benito was alive and having an affair 
with Morella (six years before the opening page), combines theme 
and technique to create the concept of the family once more by con-
trasting it with Ana. Ana visits the house of Manuel Viana. The 
description of her within the atmosphere of the family provides the 
contrast. In the opening pages, the physical space contrasts with 
Ana. The brief opening description of Manuel Viana provides Ana's 
first perception of him as she arrives at the houses 
La bata rojo-damasco ondeo, suavemente, sin 
rozar las objetos, coma independiente del hombre 
que la vestia, colocandose a un costado de la 
chlmenea de ceramica y piedra. (p. J4) 
Each of the five elements in this short description is functional 
in creating an effect that characterizes the family and contrasts 
it with Ana: 1) the elegance and aristocracy suggested by the color 
of ''La bata rojo-damasco", ·a sign of aristocracy, the hyphen itself 
being a signifier of sophistication (neither the working class nor 
Ana can indulge in hyphenated colors)i 2) the essence of the family 
described by "suavemente", an adverb that is not associated with 
Anai J) "sin rozar los objetos" provides a visual contrast between 
the color of the robe and the neutral "objetos" and also suggests 
his suaveness in the sense that his movement here is refined and 
smooth; 4) "como independiente del hombre que la vestia" suggests 
the superficiality of the scene1 this almost cannot be a part of 
him, being too perfect and smooth to be human; 5) the use of the 
objectifying verb in "colocandose a un costado" which dehumanizes 
him (in contrast to the human and sensitive Ana), and the use of 
the "ceramica and piedra" which associates with "rojo-dama.sco" and 
"suavemente" as signs of ostentatious aristocracy. Following this 
detailed sentence describing Manuel, there is a change in focus, 
accompanied by a change in style, moving from the decadentist 
description above to nature: "Afuera llovia" (p. 34). Then there 
is a contrast with Ana: "Ana flaqueaba, difusa en la penumbra". 
In contrast with the sureness and suaveness of Manuel, who can 
"colocarse" among his precious objects, Ana can only "flaquear". 
In contrast with the visual sharpness of the image of Manuel and 
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his house, Ana is "difusa" in this atmosphere. The raindrops that 
drip off her blue raincoat (no hyphenated colors) are "azul incierto", 
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reflecting Ana's psychic state, A feeling of her distance from the 
group is understood when no one invites her to remove this raincoat, 
The narrator employs the previously mentioned ceramics to further 
characterize Manuel, and then utilizes Ana's raincoat to make a 
statement about Ana's presence in the house1 ''El crujir de hule, 
encerado y sin pliegues, contra el tramo desnudo de sus a.ntebrazos, 
tornaba. mas absurda su presencia en casa de los Viana" (p. J5), 
Later in the chapter, Ana leaves the living room and the family 
1n order to be alone. Given time for reflection, she feels cons-
ciously alien to the house. This feeling relates directly to the 
delicate objects described in the opening image of Manuel as con-
trasted to Ana's natural wholeness, "Estar en aquella casa inmensa 
la hacia sentirse como una hormiga prisionera en una jofaina de 
porcelana. Armazon respira.ndo vejez, halito de objetos que pueden 
derrumba.rse de un memento a otro y perma.necen en pie fatigados 
de terca hermosura, sostenidos por innumerables ma.nos que los 
palparon, claveteados en sombras orgullosas de sus encajes Y sus 
armaduras y sus retratos encastillados en el tiempo" (my emphasis, 
p. J6). In addition to the object-filled atmosphere and the de-
humanization, the ambience is now also integrated diachronically: 
the presence of the family and what it represents is perceived as 
a projection of the past. In terms of human relationships in this 
chapter, the contrast between Ana and the rest is effected by the 
clear difference between Ana's uncomfortable feeling among these 
people and their superficially ingratiating manner of handling them-
selves, In this particular case, their being ingratiating seems 
superficial in terms of human relationships, just as the ceramics 
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have seemed superficial. Ana apparently recognizes this and is 
afraid of its possible consequences: "--Ana-- dijo Manuel suavlsimo, 
usando esa suavidad que Ana termerla desde ese dia--" (p. J8). Chapter 
6 provides a similar development of the idea of the family through 
the vehicle of Ana as the ·contrasting element. It returns to the 
original present of the opening page. Recalling the verbal violence 
of Lucas's previous statement, "l,Que clase de educacion te dieron 
en tu casa?", the chapter emphasizes the family's values through 
the presence of Ana. The narrator describes Ana at home with 
Lucas, her cosmetics running and her physical appearance unkempt. 
The narrator states: "Lucas odiaba verla sin arreglo, Para evitarlo 
se levantaba primero. Lucas odiaba cualquier detalle que significara 
convivencia, rutina, entre dos" (p, 44). Although stated directly, 
it recalls the image of Manuel wearing an elegant robe in his de-
cadentist atmosphere: in both cases it signifies an evasion of 
"rutina", a constant in the family. More subtle than Lucas's origi-
nal verbal violence, however, is his later deprecation of Ana, which 
is expressed in two ways. First, he aks her opinion of his decoration 
of the house, and after she assents, he notes: "Espero que sl, amor. 
Generalmente note preocupas nada y eso no est.i bien. l,Sabes la hora 
que es?" (p. 45). The obvious implication is that he is imaginative 
and creative and she is not. Then he explains to her how he had 
been reading an article in which a scientist postulates that ex-
cessive sleep limits the intellect and shortens the life-span. Lucas 
suggests that Ana should therefore sleep less. Ana answers: "--Leere 
ese articulo-- prometio debilmente". Like the scene at Manuel's 
house, Ana takes a passive role when confronted by the family. In 
the last chapter of Part I Ana is still portrayed as fundamentally 
an outsider, despite being Lucas' s wife. The narrator begins the 
chapter by noting that Lucas's guests tend to be less noisy than 
Manuel's, and that it is a group of "cerrada exclusividad, cono-
ciendose por a.nos" (p. 75), Ana is still only present in the 
group as an outsider: "Ana estaba admitida en el, unicamente, por 
vivir en la casa donde se efectuaban las reuniones de caracter", 
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She is an observer, not a participant: ''Durante seis a.nos Ana habia 
bullir y progresar las actividades sentimentales y literarias 
del grupo" {my emphasis, p, 75), At the end of this chapter and Part 
I Ana and her revolutionary companions are killed, In terms of the 
novel's structure Ana has been a device, Despite the title of "Ana" 
in Part I, she is not highly significant as a character in the novel 
as a whole, Rather, the focus has concentrated on the family and the 
continuous references to Benito, The temporal boundaries of Part I 
have been defined by Benito: the novel opens on the Dia de San Juan, 
when he supposedly died, and the chapters have the temporal frame-
work of being either six years after his death or else during the 
time immediately preceding the death. As a structural device Ana 
provides for an experience of the concept of what this family is, 
lll!d in the end, provides one level of experience of the family 
perpetuating itself, If we essentialize what happens in the first 
part it might be possible to state, for example, "Ana dies", but this 
would only be at the level of the action. More importantly, we 
would essentialize it in relationship to the concept "A family 
perpetuates itself": we have experienced the family's nature and 
traditions through contrasts with Ana; although Ana dies, the family 
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cont1nues. 
A second factor 1n the structure of Part I is the expansion 
of the experience of the family through various narrative points 
of view and different temporal and spatial limits, in addition to 
the focus on Ana, The latter has been effected primarily through 
an omniscient narrator outside the story, and with occasional use 
of interior monologues by Ana. To some extent, her po1nt-of-view 
provides a contrast with the exterior view of the family. On the 
other hand, the use of other points-of-view provides a more gener-
alized public view of the concept in question, what constitutes the 
family. It is the level of experience farthest away from Ana's 
perception. Thus, Ana's fantasy oriented dreaming of six years 
before is supported by the intercalation of sections of newspaper 
stories that provide the public view of what she has been remembering. 
The fifth chapter, titled "Colombia aplica la ley de seguridad", is 
a newspaper account of the arrest of Benito Viana Reyes and his 
group, corresponding to the period dur1ng the six years before 
the present. Before this journalistic expositional section, the 
reader has a limited idea of Benito, since he is only refe=ed to 
in certain unclear contexts. The opening passage in which Ana re-
members him on the Dia de San Juan, for example, does suggest that 
Benito is for some reason significant in the story, but it is not 
known why. In Chapter J it is learned that he has been involved in 
revolutionary activity. The newspaper account in Chapter 5,however, 
is the method Buitrago uses to supply an explanation of his story and 
the people involved with him. The latter include Victor Romero, 
Diego Cabo {who will be an important character in Part III), Ignacio 
Cervantes, Edilberto Estrada and, supposedly, Morella Gonzalez de 
Lopez. Already knowing Morella from her conversations with Ana, 
84 
the reader understands that in reality she has no political motives, 
but rather is emotionally involved with Benito. The fact that she 
is identified as a revolutionary puts other aspects of the official 
public view in doubt too, At the end of this newspaper account in 
Chapter 5, a caption to the picture included in this account explains 
relationships (the actual picture does not appear in our text, but 
only in the newspaper). Here it is learned that Claudia Reyes is 
Benito's mother, and that Lucas Reyes is Claudia's brother, for 
example. Two other sections with newspaper pieces function in this 
manner, establishing relationships that would be difficult for the 
narrator to explain in the context of the story (in addition to a 
certain mystery element that will be discussed later). They also 
broaden experience, Chapter 9 expands experience on two levels 
through newspaper accounts. First, it tells of the gue=illa ac-
tivities of Guadalupe Salgado in the region of San Miguel del Viento. 
In the first series of sections the newspapers tell of his activities 
and give the military's version of his extermination. The military 
account involves their heroic conquering of the revolutionary forces, 
a different version from what actually happens 1n Part II. The other 
newspaper account in Chapter 9 continues the story of Benito beyond 
the earlier accounts. The last chapter of Part I, Chapter 11, in-
cludes two sections from newspapers. The first tells how Benito 
escapes from jail and steals a small airplane. The mystery arises 
from the technique of using a newspaper for information. The news-
paper version is as follows: 
Debido al exceso de neblina, la avioneta fue 
confungida per los guerrilleros con un apa.rato 
del ejercito y bale1¥3,a desde abajo, estrellandose 
cerca de la poblacion de Opalo, resultando mortal-
mente herido,el agresor. Esta !ersion1 sostenida 
per el capitan Arrieta y el mecanico Paez, presenta 
alguna confusion que, sin duda, se aclarara mas 
adelante. (p. 78) 
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Then the narrator explains directly that there is some doubt 
concerning the newspaper version: "No existia duda, el capita.n 
Arrieta callaba pa.rte de la verdad" (p. 79). Although the reader 
suspects that the newspaper account has excluded some of the details, 
and the narrator has supported this suspicion, Part I establishes 
a mystery that is not resolved. The reader does ascertain that 
Benito did not in reality die in the plane crash: when Benito's 
accomplices die in the apartment raid at the end of Part I, he es-
capes. The fact that the ending of Part I involves Ana's death and 
Benito's escape creates an odd change in the reader's experience of 
the rarefied fantasizing of Ana in the opening section of the novel--
the Dia de San Juan was special in a way that might not have been 
anticipated, 
The two chapters that appear somewhat different from the rest 
of the first pa.rt (Chapters 2 and 7) are in reality providing the 
diachronic corollary-- historical dimension of experience-- to the 
life of the family in the other chapters. Chapter 2, which takes 
place in Opa.lo, deals with Bernabe. The chapter is in effect func-
tioning directly within the development of the chapters that im-
mediately precede and follow it. This function is apparent once the 
chapter is understood within the context of the concept (perpetuation, 
Benito) and not in terms of the ostensible focus of Part I, Ana. 
Chapters land 2 provide opposite ends of the spectrum in the 
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Benito part of the family: in Chapter l the feelings that linger over 
Benito after his death are experienced, since it is his memory that 
affects Ana on the Dia de San Juan, On the other end of the spectrum, 
the second chapter deals with his origins, If the entire Part I is 
understood as focusing on Benito, then Chapter 7 does also integrate 
functionally into Part I: it is a continuation of Chapter 2, dealing 
with Benito's childhood and the forces that form his personality until 
the age of eleven when he leaves Opalo, (When saying "focusing" 
here, it should be noted that technically the focalisation is 
indeed on Ana. The main subject, or "focus" in this sense, is 
Benito in terms of developing what he represents as one part of the 
family.) J 
The structure of Part I provides several levels of experience 
of this family: Part I introduces a large part of the family1 Benito, 
one of its important members, is analyzed in detailed (Part I could 
have been titled "Benito"); Part I creates certain questions (what 
happened to Benito?); it analyzes the family through the presence 
of Ana. Part I could stand alone as an independent narrative unit. 
On the action level it tells the story of Ana ("Ana dies")-- with 
her characterization in the opening pages and her death at the 
end, The concept of the family perpetuating itself is communicated 
through Benito, who does carry on, escaping on the last page. We 
find suggestions of perpetuation on other levels, such as the char-
acterization of Lucas Reyes and Manuel Viana, 
Part II functions within the total structure of the novel 
in the same way that Chapters 2 and 7 of Part I function in Part 
I. Taken on the line of action ("Ana dies"), it appears to be 
anomalous to the development of the novel. Si.nee Parts I and III 
take place in Bogota and with similar groups of people in a more 
recent past, the change in Part II might seem abrupt. Narrative 
unity, however, is found in the concept. The expansion of the 
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basic sentences "A family perpetuates itself", as in Chapters 2 and 
7 of Part I, is diachronic. Like Ana in Part I, the title character 
"Enmanuel" functions as a device for communicating the diachronic 
level of experience. There is also a continuation of and to some 
extent resolution of the mystery element-- Benito's story-- narrated 
in this part. 
Part II begins with a quotation from Frederic Brown,~ 
de bru:jas: 
Escalera arriba un hombre vi. 
Un hombrecito que no estaba alli. 
Hoy tampoco lo encontre. 
iEh que lindo si se fue! (p. 87) 
The suggestion of a missing person who disappears is continued in the 
opening line of the chapter, a quote from the mother ("La madre"--
Ana Maria Thamar), who says "--Un hombre se detuvo en nuestro pueblo 
y dejo su semen olvidado". At this point the omniscient narrator 
outside the story takes control of the narrative, making this comment 
by the mother stand out. It has several implications. Most impor-
tantly, it relates directly to the problem of the novel as the devel-
opment of the family, this being the "semen". Part II is a narration 
about this "semen" in several ways. First, on the action level, what 
takes place involves Enmanuel's returning to the town to defend his 
"semen" by avenging the death of his brother Giovel. This is his 
purpose in the chapter. There are, however, other suggestions of 
the importance of "semen" in other ways. The person from whom 
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Enmanuel wants revenge, Esau, is characterized primarily as the pro-
genitor of them all. Solving the mystery about Benito makes the 
confrontation between Enmanuel and Esau an encounter between two 
important family lines,one representing revolution and the other 
tradition. It becomes such because Enmanuel, it is now understood, 
is Benito's "semen". This relationship becomes apparent through two 
chapters. In Evelyn-Evelyn's story in Chapter 9, she mentions 'briefly 
a man she met whose name she did not know ("--Nunca supe su nom'bre" 
p. 27), to which Thamar responds "Madre dice que Enmanuel viene 
del mismo padre". Then, in Chapter 13, Narcisa tells her story 
of the time when a young man with grandiose ideals and a machine 
gun landed in a plane in the area and stayed with Evelyn-Evelyn, 
The two lines in confrontation are Benito-rebellion and Esau-tradi-
tion. Although Benito is not physically present in Part II (just 
as he was not physically present in Part I, but only in the back-
ground), the novel finds its unity in the development of ideas 
about family that are related to him. 
Seen in more detail, the structure of Part II involves this 
main line of confrontation (Benito versus Esau), and other minor 
lines related to the concept of family, Chapters 1 and 2 deal with 
Enmanuel's return and provide background for his eventual revenge. 
Chapter J is narrated by Thamar, She tells of Esau setting the 
bounty for Giovel's member and of Giovel's being murdered, Two 
symbols remain: (1) his member, an obvious sign of Esau's ending 
of the "semen", and (2) a tree, a symbol of Giovel's perpetuation 
in the town. The tree was planted in Giovel's honor upon his 
death, and a tatoo appeared on it magically. Certain narrative 
89 
sections create a strong feeling of the tradition in the Esau family 
line. This sense is pa.rticula.rly strong in Chapter 6 when "mother" 
Ana Maria Thama.r tells of her having fourteen daughters by Esau, 
Tuve catorcl! hijas. E~au no me perdono, no 
me perdonara, se nega.ra. a ~rdona.rme en el mo-
mento de la muerte. Odia.ra creer que mi vientre 
se cerro a los ovulos machos y le devolvio todo 
el terror que por SU copula sentia. Catorce. 
Hijas todas. Y luego esos nietos fantoches 1 
vagabundos, que dilapidan la fortuna de Esau, 
a quienes mortifica restaura.r las redes y pinta.r 
los lanchones. Los bisnietos, producto de uniones 
entre tios y sobrinas, primos hermanos, primos se-
segundos, primos y mas primos, en los que la briosa 
estampa de los Centeno comienza a degenera.rse. (p. 110) 
On the other side of the confrontation, the resolution of the mystery 
of Benito's disappearance and the revelation that he is Enma.nuel's 
father create the necessary strong family tradition of another 
sort-- rebellion. The actual confrontation takes place in Chapter 
8, and in accordance with the conflict described up to this point 
in terms of tradition, it ls described as being as much a conflict 
between traditions as between men: "Honas de machos a quienes Dios 
hizo depositories de la tradicion, las mujeres y la tierra". Since 
it is a confrontation of intangibles as much as of physical differences, 
the tree that represents a continuation of Giovel is attacked. Showing 
the power of these intangibles, the narrator notes that during the 
confrontation "Sentian tras ellos las ca.rcajadas de Giovel Centeno" 
(p. 124). After Esau's death, the point emphasized by the narrator 
ls the "sangre nueva" to which he refers at the beginning of the 
following chapter. The encounter involves not merely the conquest 
of one man by another, but of one family line over another. In the 
last two chapters of Part II the confrontation between Enmanuel 
(Benito, revolution, change) and Esau (tradition, status quo) is 
related to the govei:nment, as was done in Part I by having Benito 
oppose the government as a guerrillero, The govemment has been 
informed that the "hombre de bien", Esau, has been killed and the 
soldiers come to the town to exterminate any subversive forces, 
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Thus an associatlon is made between Esau's traditions and the govern-
ment's maintaining order, 
Like the first two parts, Part III functions as an elaboration 
of the questions already defined within the concept of the family. 
If not seen in this way, the question of narrative unity would arise 
again, since the main character of the third part, Malinda, has 
hardly been mentioned up to this point in the novel. The method 
of elaboration in terms of structure is similar to that used in 
the previous sections: variation in narrative point of view and 
changes in time and place to penetrate more broadly the reality 
described. In terms of place, the action occurs in the atmosphere 
introduced in Part I, the Bogota of the elite, In time, however, 
it is more recent than the "recent past" of Part I. The narrator 
of Part III, for example, Lisa Reyes West, is the daughter of Lucas 
Reyes of Part I (husband of Ana) and Evelyn-Evelyn West. Since she 
is in her late teens or early twenties while narrating Part III, it 
can be safely assumed that the narration takes place some twenty 
years after Part I. References to President Johnson and the war 
in Vietnam also place Part II in the mid-sixties. (This would fix 
Part I in the period of roughly the beginning of "la violencia" , 
the late forties or early fifties .• ) Malinda is the daughter, then, 
of the generation that produced the violence of Part I, and her 
father, Diego Cabo, was part of the group originally arrested with 
Benito. Malinda's mother is Claudia Viana. Claudia had adopted 
Benito when she was the very young wife of Manuel el viejo, on the 
coast. 
The principal device in the communication of the experience 
of the family in Part III is the variation of narrative point of 
view, The use of Lisa Reyes West as narrator has two functions. 
First, it provides a close view of a member of the family, Malinda, 
by employing a narrator who has been an intimate friend of Malinda 
since childhood. Her role is similar to that of Ana in Part I. 
Second, despite the fact that the narrator is within the story, 
her narrative is not an introspective study of herself, but rather 
focuses continuously on Malinda. 
The manipulation of narrative point of view in the first 
chapter of Part III makes it an engaging experience with Malinda 
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and the family. Like the first two parts, the first chapter begins 
with a quotation and like the first part, it is of fantasy literature, 
in this case from Alicia en el pals de las maravillas: 
--lQue clase de gente vive por estos lugares? 
--Por alli-- dijo el Gato levantando la_pata derecha--
vive un Sombrero; yen esa otra direccion vive una 
Liebre Marcena. Puedes visitarlos a los dos. Uno y 
otro estan locos, 
--Pero es que yo no quiero alternar con gente loca--
repuso Alicia, 
--jAh!, eso no lo puedes tu evitar-- dijo ~l Gato--
aqui todos estamos locos. Yo soy loco. Tu eres 
loca. (p. 171) 
The passage provides a first perspective into the subject of in-
sanity, a theme of Part III. From the point of view of Lisa within 
the story, it is suggested that Malinda might be becoming insane at 
the end of the novel; however, the limits placed upon her as a par-
ticipating (rather than omniscient) narrator make such observations 
purely conjecture. Providing still another view of insanity, 
narrations by Malinda and an omniscient narrator nea.r the end of 
the novel support Lisa's conjecture. 
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This opening chapt~r can be divided into three parts according 
to the narrative points of view employed. The first pa.rt (the first 
two pages) is narrated by an unidentified narrator who can later be 
identified as Lisa. In the first paragraph she observes a picture. 
In the second paragraph she associates this picture with Malinda, 
beginning the paragraph by noting that ''De nina Malinda pasaba 
horas enteras contemplandolo" (p. 171). This statement leads to 
observations by the narrator about Malinda in what we assume is her 
present state. She notes that Malinda is not the same, for example, 
as she used to be, but rather is another Malinda ("Pero Malinda ha 
dejado de ser Malinda" p. 171). Later in this part (the first two 
pages) the narrator states1 "es el momento de rehacerla" (p. 172). 
This "remaking" will be the process of the remainder of the chapter 
and of Part III. In the second section of the chapter (another two 
pages), an omniscient narrator begins this "remaking" by beginning 
to relate the youths of Lisa and Malinda. The story deals with them 
in elementary school. Then the narrative returns to the narrator 
within the story (Lisa) who tells of when they (the two girls) were 
accompanied by Lucas, who later died. In the last sentence, the 
narrator reveals that Lucas was her father, the first indication 
of her identity. Since the second section had dealt with Malinda 
and Lisa, the reader can already begin to conjecture as to the 
identity of the narrator. Chapter 2 should be considered a con-
tinuation of the first and third parts of Chapter 1, with Lisa 
narrating their adolescent years. In the numerous narratives by 
Lisa that follow, each primarily describing Malinda, we note, in 
resume, her progressive development toward emotional instability, 
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a searching for some me<!-fling in life, and a growing interest in the 
fantasy world-- such as her -interest in Lewis Carroll. At this point 
her sanity is questionable. 
A significant change in point of view occurs in Chapter 6, 
which is narrated by an omniscient narrator outside the story. 
This chapter also functions as the one historical analysis in Part 
III. Like similar historical segments in the first two parts, this 
chapter might appear out of place. The narrative suddenly moves to 
colonial times and describes Malinda Sandoval. She emigrates from 
Spain and marries Inigo Reyes, who, appropriately enough, is killed 
in the Independence movement. In this way, he functions as did 
Benito, Enmanuel, and to some extent Diego Cabo. With regard to 
the problem of perpetuation, it is notable that after this chapter, 
in Chapter 10, Diego Cabo protests to Malinda about her political 
cartoons, saying "Ya veremos si permito que de mi casa, la casa de 
un martir de la Patria, Inigo Reyes, salgan tales disparates" (p. 
221). The fact that Diego Cabo makes such a statement is testimony 
to the perpetuation through Inigo, and makes Chapter 6 functional 
within the novel. (It should be noted, however, that the same 
feeling would have been developed through this chapter even if 
Diego Cabo had not actually verbalized it,) 
The mystery involving Benito in the first two parts is solved 
before Part III, However, a mystery element is still present in 
Part III, now contained within the problem of the narrator who par-
94 
ticipates in the story. Her identity is not known at first, and only 
well into Pa.rt III can it be clearly established. 
Although each of the three parts 1n the novel could stand 
alone as narrative units, they do share constants 1n the devel-
opment of the principal concept to which they relate-- the family 
and its perpetuation-- and they have certain structural elements 1n 
common: focus on a specific character, diachronic studies 1n each 
part, and changes 1n time and space. Thus, they enhance each other 
and this enhancement creates a progressively more complete experi-
ence of what the concept of the family means 1n this fictional world. 
For example, by the end of the third part, we clearly appreciate the 
characters' actions as the fulfillment of roles the characters have 
prescribed for them as members of the family. We also perceive that 
the family will continually be both a subversive and traditional force 
1n society. These two themes-- atavism, and subversion versus tradi-
tion-- require more detailed consideration 1n the description of 
Buitrago's transformation of reality. 
The novel as an expansion of the basic sentence "A family 
perpetuates itself" is supported and communicated through the creation 
of,function of, and nature of the characters 1n the novel. Char-
acterization is more important in this novel than action or lan-
guage, for example. It is important to note, however, that al-
though the process of characterization is significant 1n the novel, 
the people as well-rounded human beings are not. They are created 
through techniques that emphasize their function within the novel 
as elements that develop the concept rather than their function 
as individuals. This quality indicates a fundamental difference 
between what has been identified as the "small screen novel" and 
4 the novelization of a con_cept, such as in Cola de zo=o. Char-
acters are elements in the novelization of a concept, 
The three principal techniques of characterization are 
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(1) explanations and revelations about the characters by the om-
niscient narrator outside the story, (2) what the characters say 
about each other in the dialogues, and (J) what the characters reveal 
about themselves in their own narrations through either interior 
monologues (Ana) or straight narrative (Lisa Reyes West). Although 
there is perhaps little revealed about the novel in ma.king such a 
statement (since these three techniques are novelistic conventions), 
further discussion will clarify its significance for this particular 
novel, It can be noted that what the narrator says about the char-
acters refers specifically to the main point1 he explains them as 
parts of the family concept, and what the characters do is almost 
entirely related in some way to other characters. It is significant 
that the characters not only talk about each other, but this talking 
is their principal activity. 
The narrator tends to explain the characters immediately upon 
their introduction into the novel, and to explain their relation-
ships to other characters. Once this procedure is completed, many 
characters have no other function in the novel, In one part of the 
following paragraph, the narrator analyzes characters: 
(Benito) Quer!a que Morella fraguara motivos, hechos 
valederos, actuaciones notables en su favor. No estaba 
satisfecho de llevar una mujer i=eflexiva, enamorada, 
era eso. Necesitaba convertir un hecho oscuro, --
proba.blemente vivido po~ otras mujeres en esa hora 
y ese mif1uto-- en algo unico, sublime, envuelto en 
un pegaJose: halo de renunciamento y altruismo. 
Benito tenia fe en la humanidad, la amaba., y dadas 
las circunstancias esta fe se volcaba. en Francisco, 
No era el fin de un matrimonio. (p. 27) 
First, the narrator explains what Benito desires in Morella. Then 
he explains how Benito wishes to have the relationship, and how it 
can be adjusted, Following that, he explains Benito's beliefs 
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(his faith in humanity) and how they affect Francisco, Similarly, 
the narrator directly explains the character of and relationship 
between Lucas and Anaa "Lucas odiaba. cualquier detalle que signi-
ficara convivencia, rutina, entre dos" (p. 45), Later in the same 
chapter the narrator directly explains the relationship between Lucas 
and other members of the family. First, he deals with Lucas's mother 
Malinda Reyes: ''Lo que mas la distanciaba. de Lucas era su exagerado 
sentido de la propiedad". Moving on to Rosamunda, the narrator 
explains her relationship to Ana in the following paragraph: "Su 
primer pijama azul fue el regalo de bodas de Rosamunda. En los 
comienzos la relacion entre las dos no paso de una serie de mono-
silabos, dichos al entrar o salir de la alcoba. de convaleciente que 
ocupa.ba. Morella" (my emphasis, p. 47). Later in the same paragraph 
the narrator explains the relationship between Rosamunda and Claudia, 
''Llevaba. con Claudia unas relaciones amistosas, subrayadas a cada 
pa.so con un guerida, muiieca, ~. al parecer por respeto a la 
influencia que tuviera en el viejo Manuel Viana o porque en verdad 
la queria" (p. 47), Later the narrator explains Rosamunda's relation-
ship with Manuela "Dispensaba. a Manuel una consecuencia blandenque, 
la que se dispensa a un hermano menor, bufonesco y desquiciado, 
que no dejaba. de ser un apoyo simpatico" (p. 48). When the group 
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meets at Lucas's house, in Pa.rt I, Chapter 11, the narrator 
systematically and succinctly explains each character and relation-
ship with othemin the group. He introduces Elby as follows, "Elby, 
prota.gonista de una comen_tada relacion con Lucas, superada, no 
dejaba pa.sar ocasion sin comentar sus incidencias1 platina cabe-
llera desga.jandose por un cuello a.ga.rzado, delga.dislma anima.lidad 
sostenida con masajes y baiios turcos, lentes de contacto variando 
tonalidades verde-azules en las pupilas grisa.ceas, extremidades 
hombrunas responsables de su fama escultorica, vulga.ridad en las 
palabras;" (p, 75), The last pa.rt of the description explains 
Elby's relationship to Ana: "Ana conocia el proceso sufrido a traves 
de los amantes, pero no habia tomado una taza de cafe a solas con 
ella" (p. 75), With Elby thus disposed of, the narrator moves to 
Miguel Diaz, characterized and analyzed breifly by noting that he 
writes novels and uses his wife (relationship) as a backdrops "For 
cada Elby que nacia, segura conviccion, nacian cinco Miguel Diaz. 
El escritor de novelas comprometidas, tan bello que pervertia 
mirarlo, pederastia de frutos arios, casado con una antioquena 
fea que le servia de pantalla, •• "(p. 75). In this manner the nar-
rator continues explaining the group, providing brief analyses of 
the characters and relationships, rather than actually developing 
such characters and relationships. In Part II the narrator uses 
a resume technique to explain Evelyn-Evelyn's character and her 
relationship with Lucas, 
Provinciana atezada de sal y resolana, que se 
enfrento al recibimiento de Malinda R~yes, la 
dejo disponer de su persona, y asistio al mila-
gro metamorfoseante de los billetes manoseados: 
modistas, peluqueros, manicuras, dentistas, pro-
fores de baile, atildadeas expertas en glamour, 
histericos ertlditos en lenguaje y diccion. Inexperta 
cen1c1enta, creada por Malinda Reyes y Helena Ruben-
stein, lanzada al swn!_dero de.las boites y los clubes 
sociales ,a quien un ano despues Lucas Reyes desposo 
e9·una iglesia de tercer orden, empa.pado hasta los 
oidos d~ ginebra y crema de menta ••• (p. 129) 
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It should also be noted that this characterization and explanation 
of relationship in one paragraph is the only characterization of 
Evelyn-Evelyn in this entire section, even though the section covers 
a major pa.rt of her life. 
It is important to note that such characteriZations are the 
main subject of the dialogue, again pointing to a novel in which 
relationships among people are paramount. In the first dialogue of 
the novel (after Ana disposes of the maid in a short conversation), 
Ana talks with Morella, The theme of the discussion is Morelia's 
relationship with Benito (this is a flashback to the six years be-
fore). When Ana goes to Manuel Viana's house, her immediate theme 
of conversation with him is once more the relationship between Morelia 
and Benito. The suave Manuel takes little interest in the question 
that is bothering Ana, and when Ana forces the subject upon him, he 
answers "l,Que puedo pensar?", to which she states "Tiene que pensar, 
siempre se piensa", Manuel's response is appropriate in terms of 
what has been discussed conceming characterizations "l,Tengo que 
pensar necesariamente en el?". The possibility of not th1nki.ng about 
people would not have occurred to Ana. As this dialogue expands to 
include other members of the family present at the house, its di-
rection is exclusively that of defining relationships, First, it 
takes the form of defining the relationships among those present, 
with Manuel speaking on behalf of Ana and his friendship with her 
in order that she be accepted in the circle. Manuel says "no es mi 
amiga., es mi cunada. Es casi de la faJnilia" (p, JS). Once these 
immediate relationships are disposed with, characters and relation-
ship outside the immediate presence are defined, Claudia explains: 
Benito no es un. V!<lllla es un Reyes --al exha-
l~e Claudia perdia la fragilidad que le con-
feria un ,1re de perpetua adolescente y un algo 
viejo salia a la superficie, opacando sus ojos 
amari~os ••• --Los Viana son tiranos pero debiles 
de espiritu. Se aferra.n a la gente hasta que 
acaban con ella. No t;enen clas~, niiia. El viejo 
Manuel Viana no la tenia,,,jMurio de rabia como 
un pe=o! ••• ni tampoco mi hijo mayor, ni nadie 
de ese apellido, jSon debiles y yo odio la de-
bilidad! (p. 39) 
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Returning to Ana and Lucas in the present in Chapter 6, it is noted 
that their dialogue involves fundamentally their own relationship, 
with Lucas pointing out how she had taken from his mother her be-
loved son: "Le robaste a su hijo querido-- Lucas la miro entre ironico 
y divertido, Hay que comprenderla" (p, 46). In Part II when Enmanuel 
arrives at San Miguel del Viento, the subject of the conversation is 
immediately other people. The first line of the first chapter in 
Part II refers to another person as a point of departure: "Un hombre 
se detuvo en nuestro pueblo y dejo su semen olvidado" (p. 87). After 
this opening sentence, through a dialogue between her and a girl, we 
learn of the supernatural powers of the venerable Cipriana Morales, 
Following this dialogue , they discuss Enmanuel, w1 th the mother 
affirming her belief that Enmanuel will return that day, as he 
promised ten years before, in order to carry out his revenge. The 
next four chapters (chapters 2-6) are basically an ongoing dialogue 
between Enmanuel and Thamar, during a considerable amount of which 
Thamar relates past events, especially telling the story of another 
character, Giovel, It is her way of defining relationships that 
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provides the background to the conflict that is to take place be-
tween Enmanuel and Esau. Chapter J, for example, is an entire nar-
ration by Thamar in which she tells Giovel's story; it contains 
Giovel's main characterization. All information about him is com-
municated by a narrator within the story. Part III, narrated by 
Lisa, is basically a characterization of herself and Malinda. It 
is a study of her relationship with Malinda, and Malinda's re-
lationship with others. Thus, Lisa's characterization of her is, 
to a large extent, a process of defining relationships. (Again, 
the supposition is in accordance with the novelization of a con-
cept, that relationships define the person.) In the opening chap-
ter, Lisa's characterization of Malinda tends to objectify her, em-
phasizing her person as a functional abstraction rather than a 
human beings "Pero Malinda ha dejado de ser Malinda, No exacta-
mente, Loque de ella quedaba" (p. 171), Throughout this third 
part, Lisa emphasizes in her characterization the importance of 
relationships in the formation of character, Thus, 1n the first 
chapter she says: "Las circunstancias forzandose a ser copia una de 
la otra" (p. 175). Similarly, Lisa explains Rodrigo analytically for 
his characterization, as 1f he were an object, and does so cons-
ciously: "Me es d1f1cil viviseccionarlo, porque lo amo, Y mi amor 
es el producto de una diaria rutina en amar. Intentare hacerlo. 
Aunque este desmembramiento suyo este deformado por mi benevolencia" 
(p. 206). Lisa likewise analyzes Lucas in a characterization pro-
cess that deals with him as an object within a novel of ideas1 "Lo 
qua de el quedaba se desvaneceria como los fuegos fatuos de una 
noche lunada" (p. 221). As the novel reaches its end, the state-
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ments by characters might be considered descriptions of how char-
acters function in the novel, and at the same time, they show how 
the characterization works. For example, Lisa states near the end, 
after she has been more !llienated from Malinda, and is losing the 
relationship with her husband, that she is in fear of not finding 
"asilo en persona viviente" (p. 2J8). Besides being a statement 
about her condition, it also seems to be a statement about a basic 
thesis of the novel: the possibility of finding "asilo" in human 
relationships is seemingly the only possibility of identity or 
meaning in life. Similarly suggestive of a possible thesis, given 
what has been experienced in terms of the family and character, is 
Rodrigo's evalutation of family in one of the final pages of the 
novel: 
Hay demasiado semen de los Reyes regado po~ todas 
partes, demasiado semen de los Viana tambien. A 
cada paso nos atajaran.esas copulas converti~as en 
personas. Se esgrimiran en jueces, codiciaran lo 
nuestro. Pasar de largo, Lisa, de largo. (p. 250) 
Leaving now the question of characterization, and turning to 
character, one of the fundamental problems is identity. Ana's 
opening memories are an attempt to establish in her mind the iden-
tity of Benito. The narrator explains Ana's search for Benito's 
identity in the opening page, as she remembers and attempts to de-
fine his identity in the attitude of~• 
Y ella trata de ubicarlo, en la actitud de los. 
otros, revisando la ca§tica y mutilada profusion 
de sus versos, adjudicandole ademanes, rostros 
precisos intentando descubrir una clave que le 
permita ilegar a el (o a lo que habia sido) Y 
comprenderlo. (p. 11) 
From this point Benito's identity is experienced in several in-
direct ways that have been discussed: through the structure (varying 
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points of view, the use of Ana as a vehicle, and as the point of 
departure in the paragraph quoted above), and through the dialogues 
of other characters in which they characterize Benito. In a more 
general sense, his ident~ty is established throughout the other 
parts as a member of the family, and because his line is perpetuated 
through others. Thus, the reader is still experiencing the nature 
of Benito's identity in Part II. Just as Ana is attempting to under-
stand and perceive an identity for Benito after his death, in Part II 
a similar concept of identity is developed for Giovel. In this case, 
however, Giovel's identity does transcend time, since his whole 
identity is established by his intangible influence that pervades 
the town. Enmanuel perceives his identity from the moment he arrives: 
"Pero Enmanuel queria recorrer las calles coma hacla de nines a buscar 
la presencia de su hermano en las esquinas" (p. 90), One inhabitant 
states this directly: "Giovel sigue entre nosotros" (p. 100). As 
Enmanuel remains in the town, his perception of this identity be-
comes more evident. The recognition of it becomes a burden: "Estey 
cansado de ahuyentar la carga de Giovel Centeno" (p. 1.36). 
The diachronic lines of development emphasize identity as 
being part of family tradition. Chapter 7 of Part I communicates 
this feeling in describing Benito's destined role of leaving the 
town. In Part III the problem of identity as being the fulfillment 
of tradition, or a specific "place" predestined in the family line, 
is evident. Just as Enmanuel perceives the identity of Giovel in 
Part II, Lisa in Part III perceives Malinda's identity in the con-
text of a continuation of traditional pattern. When contemplating 
Malinda, Lisa thinks of her in terms of this traditions 
Al pensar en las mujeres que llevaron el nombre 
~e Malinda-- imaginando beldades br1as, mirinaques, 
JUanetes,lutos, frustraciones y redondas letras 
cinceladas en lapidas mortuorias-- sentia una lastima 
especial por ellas y sus vldas llegaron a parecerme 
malos ensayos, bocetos femeninos a trazos deblles. 
Encaminados a fundlrse en una forja unlca. Diferente 
a cada mujer anterior. A la vez. Espejo de lo que 
fueron las otras. {p, 184) 
The concept of identity ls supported by the diachronic lines, in 
this particular case by the Malinda Sandoval of Chapter 6 which 
relates the story of the first Malinda during colonial times, 
Here structure ls associated with characterization and supports 
the idea of the novel as the elaboration of a concept, Malinda 
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is the perpetuation of a series of Malindas. The narrator supplies 
the complete history of the Malindas, these being Malinda Sol, Malinda 
Rita, Malinda Concepcion Faustina, Malinda Dorotea, and Malinda 
Beatriz (p, 202), Similar to Ana seeking the identity of Benito 
through her evocations on the Dia de San Juan, Malinda searches 
for some meaning in her own life in thinking about Lucas. The nar-
rator states: "A veces (Malinda) lo evocaba, sin nombrarlo, re-
firiendose a!:!!,, el, o ~• Daba una 1nflma parte de su sentimiento, 
para no sentlrse totalmente absorbida per el, buscandole slgnlfl-
caclon en otras vidas" (p, 20J). Her search reaches a kind of con-
clusion when, one day, she encounters Enmanuel by chance on the 
street, After that her identity ls altered {as always) by the 
relationship: "A partir de ese memento lo solltario y lo hechizado 
termino para mi. otra manera de realidad en un cuarto sin hendi-
duras de luz" (p. 244), 
Characterization techniques increase the significance of 
character, identity and relationships in the novel. To a certain 
extent, identity is established through a concept related to 
family tradition. That is, one functions in a specific role 1n 
the family because one is destined to do so (one is a "Malinda"). 
On the other hand, identi~y seems to be malleable and determined 
by exterior forces. One factor these two ideas have in common 
is the importance of relationships. Relationships evolve, change, 
develop and are annulled, as are people. 
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In considering the expansion of the sentence "A family per-
petuates itself", certain factors are constantly changing the basic 
experience of "perpetuation" throughout the novel. These factors 
are the novel's dynamism. For critics such as Barthes, Butor, 
Brushwood and Sukenick who consider experience of primary importance 
in art (rather than, for example, ideology or psychology, which in 
some works might be tangential to experience), dynamism is the 
basis of artistic experience, being the vitalization, and constant 
revitalization of that experience. 5 
In terms of technique, the discussion of structure and char-
acterization has defined, to some extent, the nature of the changing 
experience of the novel. Through structure, three different but 
similar elaborations of the concept of a family perpetuating itself 
are noted, each adding to and thus changing the experience of the 
previous part. The use of different narrators and different space 
and time variations expand upon the events related. In characterization 
there is change 1n the reader's perception of characters in accor-
dance with the human relationships they have, these being a primary 
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factor in the change of character, For many characters this change 
is not experiential-- the reader does not experience change and re-
vitalization of these characters, but rather change is observed 
through explanations by_the narrator. In other cases, such as 
with Ana and Malinda, who dominate entire sections, and who are 
characterized through interiorization techniques, this change is 
experiential for the reader and thus functions as a dynamic factor 
in the novel. The same procedure applies to Benito, whom we ex-
perience less directly than the two women, but whose changes are 
constantly altering our perception of reality. In this sense, 
dynamism is related to the transformation of reality. 
Considering the novel's dynamism in a more general way, it 
could be stated that the expansion of the concept "A family per-
petuates itself" involves constant opposition between perpetuation 
and subversion. The dynamic quality of perpetuation versus sub-
version can also be expressed in a similar concept such as tradition 
versus change, or inertness versus movement. 
The dynamism in Part I is created through an interplay 
between perpetuation versus subversion, on the one hand, and 
inertia versus movement, on the other. There is nearly an exact 
alte:r:nation of chapters with respect to these two opposing elements. 
In general, the narration dealing with Ana, Bogota., and the elite 
underlines inertia, whereas narration away from Bogota. and with the 
focus on Benito and related activities suggests movement and vitality. 
Chapter l is relatively static: Ana remembers, she converses with 
Lucas, and the basic situation is established within a relatively 
motionless context. Chapter 2 provides movement: Benito is vita-
lized through the chapter in 0palo that narrates his childhood 
(this "movement" could also be related directly to "subversion"). 
Chapter III, dealing with Benito and the "mundlllo intelectual", 
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ls once more relatively s~atlc. The group ls practically inert and 
the experience of the chapter corresponds to this condition. Chapter 
4 begins in the static Bogota of the "present" (Ana), but focuses on 
Benito's activities, with both this narrative and Benito's actions 
interrupting the inertia of Bogota and the present. Chapter 6 is 
static, returning to the present and conversation among Ana, Lucas 
and the others of the group. In Chapter 7 movement ls provided through 
a return to Benito, this being the narration of his adolescence and 
background in 0palo. Chapter 8 ls static, as Chapter l ls, with 
Ana contemplating the Dia de San Juan and Benito. Chapter 9 pro-
vides movement in the newspaper report of the subversive activities 
of Guadalupe Salgado. Chapter 10, like the newspaper chapter pre-
ceding it, ls movement, dealing with the six years before-- a dia-
logue between Ana and Morella concerning Benito and the escape of 
Benito. Chapter 11, the last of Part I, ls basically static, con-
cerning the group in another tertulia, but it also brings in Benito's 
dramatic action of airplane theft, In resume, the alternation by 
chapter between lnertlaand movement ls exact if we consider the 
newspaper chapters as additions to the chapters they precede or 
follow1 
Ch l Ana and Lucas (present) Static 
Ch 2 Bernabe, 0palo Movement (subversion) 
Ch J The group, play (present) Static 
Ch 4 Benito, 6 years before Movement (subversion) 
Ch 5 Newspaper, Benito Movement (subversion) 
Ch 6 Ana and Lucas (present) Static 
Ch 7 Bernabe, Opalo Movement (subversion) 
Ch 8 Ana and Lucas (present) Static 
Ch 9 Newspaper, Guadalupe Salgado Movement (subversion) 
Ch 10 Six years before Movement (subversion) 
Ch 11 Ana and group; Benito's Static-Movement (subv) 
escape 
In Part II, no clearly evident dichotomy can be noted among 
individual chapters. In general, this second pa.rt of the novel 
emphasizes perpetuation over subversion, tradition over change, 
and inertia over movement. This is the case until the end of Part 
II. The opening chapters emphasize the long family traditions, 
and all actions seem predetermined. Enmanuel returns the day 
he has promised to do so, for example, after a ten-year absence, 
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and Thamar seems confident of this return. The dialogue also under-
lines the family tradition that has been perpetuated by Esau. 
Traditions seem to linger on, as in the case of Giovel-- the 
potentially subversive element now dead. Only at the end of Part 
II does subversion predominate over perpetuation, this being with 
Esau's death: Giovel's spirit and its defender, Enmanuel, upset 
the status quo. These observations about the individual chapters 
in Part II do not imply that, in terms of the reader's experience 
of the entire novel, Part II is static. On the contrary, Part II 
provides a revitalization of Part I, creating, for example, a com-
pletely different view of the line of Benito. 
Part III can be described as two narrative lines of devel-
opment that provide change in experience. One line involves the 
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development of Malinda and her relationship with others; the other 
concerns the development of Diego Cabo's political campaign. Both 
lines involve problems of perpetuation versus subversion and inertia 
versus movement. In the.development of Malinda's line, the first 
two chapters function as an introduction. The first chapter ls 
relatively static, alluding to the present situation in the vague 
terms already discussed ("Pero Malinda ha dejado de ser Malinda"). 
Chapter 2 provides movement through her development. As she be-
comes more unstable emotionally, she appears inert, incapable of 
movement. Chapter 5 expresses this characterization of her through 
the technique of employing a paragraph as a chapter·, thus com-
municating her condl tlon. The chapter reads as follows: 
Y el ejerclclo fatlgante de no saber que deseaba. 
Y presentlrse a la manera de los pajaros. Cada 
vez el deseo de la fuga. Anslosa de los otros 
seres y otras dlstanclas y otros ambltos que se 
le dleran. El final en trampas, barrotes y jaulas. 
(p. 198) 
It shows a lack of vitality both in the narrative and in Malinda, 
The opening sentence, the brevity of the chapter, and the hopeless-
ness expressed all emphasize her inertia. It also suggests her 
desire to transcend her llmltatlons: the last sentence, which 
refers to "trampas", "barrotes" and "jaulas" communicates the 
stifling effect of tradition on Malinda. This feeling ls supported 
by the following chapter, which deals with Malinda Sandoval in 
colonial times. One way in which Malinda expresses her rebellion 
(subversion, change, movement) a.galnst the tradition and the per-
petuation of it ls her progressive escape into the fantasy world. 
Also, like other members of the family, she seeks meaning in life 
through relationships for the sake of relationships, as in the case 
of her new-found love, Erunanuel. She shares Enmanuel with another 
woman, stressing the relationship itself, and not the intimacy. 
The second narrative line in Part III, concerning Diego, is 
less significant and involves_his acquisition and loss of power. 
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Like the other members of the family who express perpetuation through 
political or quasi-political power, Diego Cabo has a special capacity 
for attracting people by his mere presence {as is also noted by 
Lisa in Chapter J). Malinda becomes progressively distanced from 
her father Diego because of her own subversion of tradition. Malinda 
does not support his political views: "Ahora papa es otra persona, 
sucia de ma.nos que lo ajan en los periodicos, sucia de voces que 
lo desmenuzan en sus ocios. Como un asesino• {p. 241). Cabo uses 
a leftist political position to maintain the status quo and per-
petuate his family's domination of society. In the last chapter 
Diego Cabo is shot and the result is chaos in the city. Thus, at 
the end of the novel, the processes of the novel (perpetuation versus 
subversion, tradition versus change, and inertia versus movement) 
have not culminated. Rather, they simply end. This condition 
suggests that Malinda will continue finding relationships that 
will alter her life {as she does with Rodrigo on the last page), 
and that another member of the family will perpetuate Cabo's search 
for power. 
The concept "A family perpetuates itself" is experienced and 
enriched through structure, characterization and dynamism. Through 
structure, the perpetuation is experienced on numerous levels, making 
Buitrago's communication a general concept, 1n effect, rather than 
a statement about a select group of people. As a concept it seems 
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to have wider implications concerning Colombian society, and possibly 
concerning society and human relationships in general. Structure 
transforms the concept into a broader reality, suggesting the pos-
sibility that the family may be considered a metaphor for Colombian 
reality. The influence of tradition 1n both the family and Colombian 
society supports such an idea and at the same time makes the novel's 
experience similar to the manner 1n which tradition is expressed 
by other Colombian novelists of the period, especially Alvarez 
Gardeazabal, in whose novels tradition also pervades all levels of 
human interaction. Characterization likewise suggests that this 
reality in Cola de zorro is more a metaphor than an exposition of 
real people in real conflict: characters appear more as functional 
abstractions than human individuals 1n order to communicate an ex-
perience concerning human relationships and the effects of char-
acter on them. The expansion of the sentence "A family perpetuates 
itself• is ma.de experience through dynamism that contrasts this per-
petuation with other factors-- subversion, change, movement. This 
dynamism makes the experience of the novel similar to the concept 
it is suggesting throughout its pages. 
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CHAPI'ER IV 
EL BAZAR DE LOS IDIOTAS {1974) 
El bazar de los idio~as, the fourth novel by Gustavo Alvarez 
Gardeazaba.l, relates a bizarre story focusing on a pair of miracle 
producing adolescents in a small town called Tulua, The experience 
of the novel, however, transcends the preeminently anecdotal nature 
of the content and a mimetic description of life and customs of 
Tulua. In this sense the novel is typical of the contemporary 
Spanish-American novel in which invention predominates over mi-
l meticism, The humor and magical quality of some of the events of 
the novel recall to some extent the presence of these two elements 
in Garcia Marquez's Cien a.nos de soledad. These factors and the 
marked regional base also suggest the possibility of discussing 
the "magical-realism" often related to works that use a "real" 
point of departure to relate seemingly "magical" events. 2 The 
essence of invention in El bazar de los idiotas, however, lies 
in the use of specific narrative techniques that transform the 
experience of reality. These procedures effect variations on the 
narrative associated with the traditional regionalist novel, cre-
ating a transformation of regionalism, but notably different from 
the traJ1sformations already studied in Rojas Herazo and Sanchez, 
By utilizing Gerard Genette's concept of the nuclear verb, 
the novel is an expansion of the basic sentence "Two masturbating 
idiots become heroes in Tulua",J The verb essentializes what hap-
pens in the story, The use of the verb "become" emphasizes the 
importance of the process of becoming rather than the f!ll, accompli, 
suggesting likewise the importance of inventiveness (the elab-
oration of this becoming) as fundamental to the novel. A cur-
sory overview of the expansion of this nuclear verb and its sen-
tence provides a summary 9f the histoire, the anecdote before it 
4 is transformed into plot. The point of departure in this "be-
coming" is the relating of the events that lead to the idiots' 
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birth, Tulua's priest, Father Severo Tascon, cohabitates with 
Manuela Barona, despite protest from the local women's religious 
organization. Their offspring, Marcianita, suffers a degree of 
ostracism but does eventually marry Nemesio Rodriguez, who fathers 
two idiots, Bartolome and Ramon Lucio. Becoming heroes involves 
their discovery of the fact that, despite their mental deficiencies 
and inability to cope with life in normal terms, through mastur-
bation they can cure illnesses. As their fame grows in the process 
of becoming heroes, so does the economy of the surrounding area, 
which becomes a tourist center, A significant aspect of their be-
coming involves the people they cure in order to attain this pop-
ularity-- a gallery of types ranging from a paralyzed ex-beauty 
queen to a homosexual suffering from "sickness of the soul" after 
losing his lover. The idiots attain the "hero" status in their 
becoming when their feats achieve such fame that national and for-
eign experts converge upon Tulua. Their process of becoming ends 
on the last page of the novel when they die assassinated by their 
bastard half brother. It should be noted that the "in Tulua por-
tion of the nuclear verb is significants the place and people living 
in the place of the idiots are important to the experience of the 
novel, The essence of Alvarez Gardeazabal's inventive transformation 
of this nuclear verb is evidenced by considering Genette's cate-
gories of the grammar of the verb: temps, !!!i!!k and ~.5 
Fundamental to the experience of the expansion of the verb 
in El bazar de los idiotas is the basic structure as an element 
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of transformation, It manipulates time and anecdote in a way that 
does not correspond to a mimetic description of the spatial and tem-
poral boundaries it covers, For Genette, an inquiry into the novel's 
basic organization, which I call "structure•, involves the exam-
ination of temps-- order, duration and frequency, Two concomitant 
opposing structural tendencies effect the transformation of the 
perception of reality at this most basic level: (1) a tendency 
toward short-story technique in which individual chapters function 
as entities within themselves, and within these entities individual 
sequences function as units (this characteristic underlines the 
anecdotal nature of the novel); (2) a tendency toward overall co-
hesion in which the manipulation of temps creates structural unity, 
The first tendency, the formation of entities and then sequences 
within these anecdotes, is apparent by considering the individual 
chapters as units, In this sense the novel should be seen as a 
series of anecdotes, The even-numbered chapters, those in which 
individuals are characterized, correspond most closely to a closed 
system or short-story technique. The first chapter is special in 
this respect because its circular structure clearly defines its 
closed system, The first two and one-half pages are narrated from 
6 a temporal position that creates an initial analepse, From a po-
sition of "today• he comments briefly on the past events that are 
to take place in the novel. These events are seen as pa.rt of a 
cycle which, after these two and one-half pages of introduction, 
the narrator begins as follows: "El ciclo que b2Z apenas pa.race 
cerrarse, habia comenzado desde el dia en que el padre Severo 
Tascon, recien ordenado en la catedral de Popa.yan, llego a Tulua 
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y se alojo en la casa de dona Manuela Barona y no en la casa cural, 
como habia sido la costumbre de todos los pa.rrocos anteriores" (my 
emphasis).7 The beginning of the cycle related in the remainder 
of Chapter I involves the cohabitation of Tascon with Manuela, 
the protests by Paulina Sarmiento and her group, the appearance 
of a mysterious mare, and the departure of Tascon. After these 
anecdotes the chapter is closed by the narrator at the end within 
the same analepse-creating present with which he began, "Este mo-
mento hab!a estado previendo desde el instante en que subio a la 
cama de Manuela Barona yen Tulua el viento y la Historia se de-
tuvieron para abrir un boquete gue solo hov, muchisimos aiios despues, 
parece cerrarse definitivamente" (my emphasis, p. 29), The structural 
makeup of the chapter created through this temporal indicator further 
promotes the sense of wholeness and independence of the chapter. 
Of the even-numbered characterization chapters, all function 
similarly in their short-story technique. In almost every case 
the chapters are complete systems which close with a reference 
that relates them to the rest of the novel. Chapter II, the story 
of Andres, opens with his arrival in Tulua and from that point the 
chapter has two sections. A first pa.rt relates in detail his spider 
and lizard show in Tulua, which culminates in his being bitten by 
the spider and the futile efforts of national and foreign experts 
to cure him. He is mentioned, but not further developed in detail 
in the remainder af the novel. The system of this entity ls as 
follows: (1) introduction to Andres; (2) the series of anecdotal 
details (his show); (J) the attempts to cure him, His story 
reaches its logical conclU:5lon as he apparently nears death, The 
chapter ends "Fue en ese momento cuando alguien decidio llevarlo 
ante los ldiotas" (p. 42). When he appears again it will be in 
the context of the idiots' rise to fame, their becoming. 
The next chapter af this type, Chapter IV, characterizes 
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Isaac Nessim. The chapter also has two parts, the first describing 
his past and a second more anecdotal. The first part is more de-
tailed than Andres' chapter, covering a longer period of time and 
emphasizing the solitude and personal difficulties Nessim always 
faced. This remote past relates directly to his story1 Isaac Nessim 
ls a rare case of misanthropy in the view of the citizens of Tulua. 
and is a known homosexual. His problem occupies relatively little 
of the chapter: the last two pages tell of his loss of Lubyn Gonzalez 
because af venereal disease. Isaac is unable to recover from his 
loss, although he finds a substitute in Lieutenant Caraval!. Just 
as Andres physical ailment becomes increasingly worse, Isaac Nessim 
becomes more depressed about this "sickness of his soul". When he 
reaches the point at which there is no more hope (and thus no more 
logical development of the anecdote) the chapter ends "Fue por esos 
d1as cuando comenzo a pensar en 1r adonde los idiotas" (p. 79), His 
storJrwill later be slightly more developed than in the case of 
Andres (in Chapter XVII), but again the chapter can stand as an 
independent unit. 
Tille Uribe and her parrot, Carlos, provide the anecdotal material 
for Chapter VI, which is developed in accordance with the pattern 
already established, but also has the precise circular structure 
noted in Chapter I. As in ~he two chapters described above, the 
beginning characterizes Tille Uribe by describing her past (as the 
spoiled child of doctor Tomas Uribe) and then develops to the more 
recent pa.st, which involves the sickness of Carlos. A detailed 
description of the futile attempts to cure him reaches a low 
point at the end of the chapter when her last hope, Andres, will 
not be able to help her. A circular structure makes the chapter 
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an entity. The opening para.graphs of the chapter function as an 
introduction outside the circle. The first two pages (opening three 
paragraphs) introduce Tille Uribe. In the third paragraph her 
father demands that she learn to pattern her eating habits in an 
adult manner. She rebels, eating the same meals given to Carlos. 
The end of the chapter refers back to the original demand that she 
eat like an adult, thus completing the circle: "Tille Uribe se mire 
al espejo de sus veinte anos, obligada por el doctor Tomas a comer 
como las demas" (p. 115), 
Chapter VIII, about Inesita Gonzalez, corresponds more 
closely to the systems of Chapter II and Chapter IV. The first 
pa.rt describes the institutional beauty contests in Valle, and her 
election as regional winner. Therein follow the preparations for 
her trip to Cartagena and the publicity that seemingly will assure 
her election as national beauty queen. When she becomes paralyzed 
and no one can cure her, the story has reached its apparent end. 
Again, it is integrated into the main story line (the idiots' be-
coming) through the last paragraph when she is invited to visit 
Marcianlta Barona fifteen years later: "Inesita, en su silla de 
rued.as, llego entonces ante los idiotas" (p. 157). 
Chapter X follows the established pattern: the opening pages 
introduce Nina Perez as the civic example of Tulua. and emphasizes 
her most recognizable physical trait, her obeseness. It also re-
lates her deafness and the inability of all the doctors to cure 
her. Again, the chapter ends with her deciding to try the idiots. 
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Chapter XII is also a closed entity; however, it differs from 
the other chapters in the way that it is related to the overall 
structure of the novel. Most of the chapter characterizes Chuchu 
through her past rather than by anecdote: it tells of her intense 
piety, her continuous praying, and her devotion to church activities. 
One brief anecdote at the end of the chapter involves an incident 
when she inadvertently sees the phalluses of some boys who pur-
posely offend her. She tortures herself in repentance. The re-
ference to the idiots at the end of the chapter, rather than being 
a suggestion of visiting them, is the hope that their miracle-making 
will come to an end so that she may once more gain the esteem pre-
viously held among the people as the intermediary between God and 
his angels. 
Chapter XIV concerns Nemesio Jojoa, son of Nemesio Rodriguez 
and Rocio Jojoa. It narrates the explosions that Nemesio and his 
grandfather ignite 1n churches and the accident 1n which the grand-
father loses his hands. Thus, Nemesio decides to take him to the 
idiots. 
The mare from Chapter I returns 1n Chapter XVI. This section 
begins with the appearance of the mare and ends with an unexplained 
explosion-- which is later identified as the explosion that kills 
the idiots. Structurally, the chapter is cyclical; it begins and 
ends with the barking of dogs who sense something supernatural 1n 
the mare. 
In the odd-numbered chapters the close co=espondence to a 
closed system and what has been identified as a short-story tech-
nique is not as apparent. These chapters, however, like the char-
acterization chapters, do have a strong anecdotal base, making the 
anecdotal sequence an important factor in the experience of the 
novel. Considered in detail, the novel can be seen as a series 
of 86 na=ative sequences1 
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Chapter Sequence Content & Paragraph 
1 1 Tascon's a=ival & cohabitation 9,3 - 10,1 
2 Paulina's first attempts 10,2 - 11,1 
3 Paulina's second attempt 11,2 - 12,l 
4 Plans of Paulina & her group 12,2 - 13,1 
5 Paulina's first failure 13,2 - 15,2 
6 Paulina's failure in poisoning 15,3 - 17,2 
7 Manuela's solitude 17,3 - 19,l 
8 Mare's appearance 19,2 - 24,2 
9 The last of mare 24,3 - 25,1 
10 Tascon's departure 25,2 - 28,3 
2 11 Andres in seminary 30,l - 31,1 
12 Exam, hypnosis 31,2 - 32,2 
13 Mountain climbing 32,2 - 33,l 
14 His show, spider bite 33,2 - 42,l 
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Chapter Sequence Content f!!!. & Para.p;raph 
43,1 - 46,1 







Attempts to destroy Marcianita 
17 Marcianita's exposure to world 48,1 - 49,1 
18 Marcianita as plague 49,2 - .50,J 
19 Marcianita's youth, witchcraft .50,4 - 53,1 
20 "" 1n school, quarrel with Perez 53,2 - ,56,1 
21 Activities and whims of Marcianita 56,2 - 64,1 





Introduction to Isaac Nessim 
Nesslm's strange ways 
His past, remote and recent 
Attempts to blackmail Nessim 
68,1 - 69,1 
69,2 - 71,1 
72,2 - 74,2 
74,J - 75,1 













Trunk of riches arrives 
Marcianita's moral principles 
Romance of Nemesio & Marcianita 
Continuation of bazaar 
Manuela dies 
Introduction to Tille Uribe 
Tille's spoiled childhood 
The parrot Carlos 
Tille's failure 1n school 
Carlos becomes sick, cures fail 
80,1 - 8J,1 
83,2 - 85,1 
85,2 - 88,1 
88,2 - 99,l 
99,2 - 101,1 
101,2 - 104,2 
105,1 - 106,1 
106,1 - 107,1 
107,2 - 108,1 
108,2 - 109,l 
109,2 - 115,1 
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Chapter Sequence Content & Paragraph 
ll6 - ll7,2 
ll7,J - ll8,l 
ll8,2 - 121,2 











Quarrels, Marcianita & Nemesio 
Burial of Manuela 
Pregnancy of Marcianita 
43 Nemesio's affair with Rocio Jojoa 122,2 - 123,2 
44 Marcianita's pregnancy, 1st birth 123,2 - 128,l 


















Marcianita's second pregnancy 
Nemesio with Rocio Jojoa 
Results of idiots, end marriage 
Inesita's election 
Money plans for Cartagena 
Bazaar pictures, publicity 
The bazaar 
Inesita becomes paralyzed 
Inesita 15 years later 
Definite end of marriage 
Marcianita's new life 
The idiots, their discovery 
Nina Perez, her obesity 
Nina sick, loses hearing 
lJl,l - 141,l 
141,2 - 142,2 
142,l - 146,l 
147 - 150,2 
150,J - 151,l 
151,2 - 152,1 
152,2 - 154,l 
154,2 - 156,2 
156,3 - 15?,l 
158 - 16?,l 
16?,2 - 168,2 
168,J - 181,3 
182 - 186,1 
186,2 - 191,l 
Idiots' first miracle, D. Hayer 192 - 196,l 
Idiots cure Inesita Gonzalez 
Publicity over idiots 
196,2 - 207,l 
207,2 - 214,l 
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Chapter Sequence Content &: Paragraph 
12 63 Introduction to Chuchu 215 - 220,1 
64 Chuchu made friar 220 - 221,l 
65 The lewd boys 221,2 - 223,l 
66 Chuchu's reactions 223,l - 223,3 
13 67 Idiots cure Andres, and results 224 - 229,2 
68 Idiots cure Carlos, and results 229,3 - 238,l 
69 More miracles, church 238,2 - 244,l 
14 70 Introduction to Nemesio Jojoa 245 - 247,l 
71 Nemesio's explosion in Buga 247,2 - 248,2 
72 Explodes church in Palmira 248,3 - 251,1 
73 Grandfather to go to idiots 251,2 - 253,l 
15 74 Commercialism in Tulua. 253,2 - 259,l 
75 Idiots and their masturbation 259,2 - 260,2 
76 Sale of magical objects 260,J - 262,1 
77 Case of Cordoba. 262,1 - 265,2 
78 Sick converge upon Tulua. 265,J - 267,1 
79 Polemics concerning idiots 267,2 - 275,l 
80 Marcianita &: idiots new life 274,2 - 275,l 
Bl Commercialism and more attacks 275,2 - 277,l 
16 82 Appearance of mare 278 - 283 
17 BJ Nessim's death 284 - 291,J 
84 Conflicts over idiots 291,4 - 296,l 
85 Success&: unity in Tulua. 296,2 - J02,l 
86 Jojoa's assassination of idiots J02 - J0J,2 
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The effect of the individual chapter and the individual se-
quence as an independent unit ls emphasized also through the re-
petition of the same information in different sequences. (For Genette 
a problem of freguence.)8 For example, Andrea's complete story ls 
related in Chapter II up to the point of announcing he will visit 
the idiots. In Chapter XIII, however, the information about Andres 
ls repeated. He could almost function in this chapter without the 
previous characterization in Chapter II: 
Como el hermano Andres era flgura nacional, 
escrltor de casl todos los periodlcos, alpinlsta 
coronador de cuanta nevada exlste en Colombia, la 
notlcia de que la arana Metropolus le habia picado 
y nose conseguia el antidote especial nl en el pri-
mer dia, ni en el segundo, que de todo el mundo acu-
dian ayudas para salvarlo, que el emperador del Japan 
enviaba expertos en plcaduras de ofldlos, que else 
encontraba en estado cateleptico para resistir el 
pa.so del veneno, todo y mucho masque los periodistas 
inventaron, termlnaron por hacer olvldar casi por 
complete a Marcianita y sus idiotas. (pp. 224-225) 
A similar type of reiteration occurs to a lesser degree with the 
other characters. Information is often repeated in the form of 
the epithet or short phrases describing the character. Nemesio 
Rodriguez carries several epithets, all of which emphasize his mas-
culinity as an officer in the army and builder of the Fe=ocarril 
del Pacifico. The first epithet to appear with his name is ''Nemesio 
Rodrtguez, capitan de la gue=a, ingeniero de la Escuela de Minas 
de Medellin y constructor del Fe=ocarril del Pacifico" (p. 80), 
and there are several variations. Another example of reiteration 
is To.no Gonzalez, Inesita's brother. He appears or ls mentioned 
only a few times, but in three chapters an allusion is made to his 
having studied in Switzerland: (1) "pero To.no, su hermano, que habia 
estudiado en Suiza ••• " (p. 155, Chapter VIII); (2) "To.no Gonzalez 
habia estudiado en Sulza y le serviria como informante de la ca-
lidad y caracter de los medicos con la franqueza y honradez de 
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todo padrino de matrimonio ••• " (p. 195, Chapter XI); (J) ''Desde 
Sulza le escrlbleron a Tono, el hermano de Inesita, medico graduado 
alla" (p, 259, Chapter XV). In this case the reiteration is par-
ticularly evident because the information ls the only thing known 
about him. 
Whereas each of these factors discussed-- the chapter as an 
individual unit, the sequence, and reiteration-- contribute to 
the episodic experience of El bazar de los idiotas, a second struc-
tural factor unifies these anecdotes. In Genette's terms, these 
factors make reclt from hlstolre, The ma.in factors involved in this 
unity are the manipulation of elements that Genette calls temps 
and the presence of certain constant elements. 
The overall structure ls based on a manipulation of temps in 
the sense that the events of the novel are the completion of a cycle 
in the past which ls recounted as an analepse. The opening two and 
one-half pages establish this present that ls maintained as a point 
of reference throughout the novel. These beginning pages function 
as a retrospective overview of all the events that will take place 
in the novel, alluding to Marclanlta's birth, the commercialism that 
will predominate 1n Tulu•, Marclanlta 's marriage to Nemeslo Rodriguez, 
Paulina Sa.rmlento's campaign against Manuela, the appearance of the 
mare, and the months of Manuela's pregnancy with Marclanlta. With 
this overview completed, the narrative begins as a movement that 
has already been completed "today" 1 "El ciclo que !!2:L apenas parece 
cerrarse ••• " (my emphasis, p. 9). From this sentence the entire 
novel is a continuation of this cycle, and is technically an 
analepse. After the initial reference in Chapter I, the sense 
of analepse is not created again until approximately midway in 
the narrative. At the end of Nina Perez's story (Chapter X) the 
present of today is suggested by mentioning that she had gone to 
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the idiots "yesterday"1 "solo ayer, previendo que todo podia fina-
lizar ma.iiana, acudio a los idiotas" (p. 191). The temporal distance 
between the major events of the novel and the present is more specific 
than "today" at the beginning of Chapter XIII, in which the action 
is described in terms of only a few hours 1n the past: 
••• en las calles de Tulua cuadraron los primeros siete 
buses de los muchisimos queen :e9regrinaciones llegaron 
ininterrumpidamente desde ese dia, ocasionando una con-
gestion de trafico y un despliegue sin antecedentes de 
capacidades comerciales y turisticos de Tulua, hasta el 
punto que~, cuando acaso todo esto haya cesado, 
muches 1ran aver finalizado no el periodo de las vacas 
gordas, sino la unica posibilidad de subsistencia. (my 
emphasis, p. 255) 
In the same chapter the narrator compares the events being des-
cribed with the present-day situation, "Solo ahora, a meses de la 
noticia que Inesita dio con una ingenuidad asombrosa, la moda ha 
cesado un poco y los masturbantes ya no gritan tanto" (p. 260). 
The mare of Chapter XVI reappears the day before the established 
present. The first sentence of the chapter, 1n which the barking 
dogs announce the arrival of the mare, begins as follows, ''Desde las 
siete de la noche de ayer los perros ladraron tanto como en la madru-
gada aquella en que Isaac Nessim confundio su protesta con una 
advertencia de terremoto" (p. 278). The end of the chapter relates 
the final explosion as having happened only a few minutes before the 
present of the narration. The first sentence of the last paragraph 
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of this chapter reads as follows: ''Hace unos minutos, cuando el 
gran estallido Ueno de histeria a los peregrinos ... "(my emphasis, 
p. 28J). In the last chapter there are several references that 
point to this present time,referring to the events of "yesterday", 
"today", and "tomorrow". When the explosion occurs on the last pages 
the cycle that "today" had begun in the first chapter has been com-
pleted in the same "today" with which it began. Thus, this use 
of analepse for the basic narrative-- by means of the references 
mentioned above-- maintains a sense of order and unity in what would 
otherwise be chaotic. Another effect of the analepse is that the 
progressively increasing number of them toward the end creates a 
strong feeling of bringing everything to an end. 
Another unifying element in the structure is the presence of 
the mare, It makes three key appearances in the novel, these being 
at the beginning, in the middle, and at the end of the work. During 
the first chapter, before the birth of Marcianita, the mare appears 
in the central plaza, the Parque Boyaca, It eludes Jesus Sa.rmiento's 
group of fifty men intent on catching it. This elusive supernatural 
quality associates it with the devil for the people of Tulua. Manuela 
is particularly attracted to it, staring in awe as the cowboys un-
successfully pursue. The mare leaves Tulua (not to be seen again 
for many years) after leaving a pile of feces on Manuela's doorstep. 
In its first appearance, then, it is related to the supernatural and 
to Manuela's pregnancy with Marcianita. 
In the second appearance Manuela is on her deathbed (Chapter V) 
when the mare leaves a hoofprint on her forehead, With that she does 
die, and all efforts to remove the stamp from her head are useless. 
Now the relationship between the mare and the key events in the 
family history (birth, death) is more evident. 
The third key event for the family, its termination with 
the death of the idiots, also occurs in the presence of the mare, 
this being the penultimate chapter of the novel. As in its orig-
inal appearance, the animal passes through Tulua elusively. One 
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of Jesus Sarmiento's helpers from Chapter I recognizes it. Again 
they cannot capture it. When the mare rests at Ma.rcianita's house 
the sadness on its face seems to be announcing an end. Another omi-
nous animal in the same chapter is Tille Uribe's parrot that chatters 
incessantly "se va, se va, se va", "se va la lancha". The mare 
departs with the explosion which, as we learn in the following 
chapter, assassinates the idiots. Chapter II concerning Andres's 
exhibition, far example, describes not only the present situation, 
but also functions as prolepse: "El bazar se lleno de bote en bote, 
acaso como un presagio de lo que iba a ser Tulua unos dias despues" 
(p. J4), In the next chapter when Paulina Sarmiento's group attempts 
to prevent Ma.rcianita's birth, Blanquita Lozano is mentioned in the 
following context: "Se pararon en la puerta y aunque misia Blanquita 
Lozano, la unica amiga que Ma.rcianita Barona iba a tener en Tulua 
por muchos anos, intento entrar, ellas la atajaron" (my emphasis, 
p. 44). The use of prolepse is relatively common procedure in the 
text.10 
Beyond this basic organization of the expansion of the nuclear 
verb, a more detailed examination of Genette's temps reveals certain 
aspects of Alvarez Gardeazabal's transformation of reality. As has 
been suggested with the use of analepse and prolapse, the novel does 
not correspond to a. strictly lineal development of histoire. In 
terms of chronology, histoire covers a. spa.n of a.pproxima.tely 58 
yea.rs, from 1915 to 197j, The cohabita.tion of Father Ta.seen a.nd 
Manuela. occurs in the yea.rs 1915-1916 (Chapter I). The second 
chapter tells of Andres from a.pproxima.tely the mid-fifties to 
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1973, Chapter III deals with Ma.rcia.nita. from 1916 to the 1930's. 
Chapter IV ha.s the broadest temporal scope of all, this 'being the 
story of Isa.a.c Nessim from 1917 to 1972, Ma.rcia.nita.'s la.ter youth, 
romance a.nd eventual ma.rria.ge to Nemesio Rodriguez of Chapter V 
corresponds a.pproxima.tely to the yea.rs from the 1930's to the 
ea.rly 1950's. The remainder of the chapters correspond in various 
wa.ys to the yea.rs from a.pproxima.tely the 1950's to the present of 
a.bout 1973, The two exceptions a.re the chapters of Nina. Perez a.nd 
Chuchu, the former covering these yea.rs, but also moving back to 
the 1920 1s a.nd school with Luisita. Ta.seen, a.nd the latter also 
probably moving back in time 'beyond the 1950's (depending on her 
a.ge, which is unknown). The cha.rt which follows reconstructs the 
chronology of Tulua to the extent tha.t it is possible from the in-
formation provided in the novel. By following the vertical list 
of chapters on the left one ca.n visualize the reader's experience 
of the recit, By following the horizontal chronology a.long the 
bottom of the pa.ge one ca.n visualize the histoire. 
Chapter 1 !Tasconl 
Chapter 2 
f Andres 
Chapter J I Marci's youth 
Chapter 4 I Isaac Nessim 
Chapter 5 , Romance & Marriage 
Chapter 6 
I Tille Uribe 
Chapter 7 
I Idiots 
Chapter 8 , Inesita 
Chapter 9 
I 1st miracle! 
Chapter 10 Nina Perz 
Chapter 11 n 
Chapter 12 
Chuchu 7 
Chapter 13 n 
Chapter 14 r Nemesio Jojoa 
Chapter 15 17 
Chapter 16 n 
Chapter 17 n 1916 l9.2Q lliQ. l9ZQ. f-' 
N 
Marci. Trunk Marci. Inesita's Begin CD born arrives 20 yrs. Reign 22 months 
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A factor in the temps of the nuclear verb is the portee, or 
the distance between the present and a variation from this present,11 
In Chapter I the portee is extensive, with the period between the 
Tascon-Manuela affair and the present being approximately 57 years 
(see chart). In Chapter II the~ is negligible, with Andres's 
story being carried to the near present. In Chapter III the portee 
is again significant, covering from the mid-19JO's to the present. 
From here it is possible to follow the established pattern in the 
portee1 whereas the even-numbered chapters use no significant portee, 
in the odd-numbered characterization chapters the portee becomes 
progressively smaller in each chapter, From Chapter X (this being 
after the first miracle) there is no significant distinction in 
portee between the two types of chapters. Thus, after the point 
at which the idiots actually have the status of heroes, the focus 
of the novel changes from "becoming" (the process) to "become" (the 
present fact), and the past ("becoming") is no longer developed as 
an interruption, i.e. through the presence of portee. 
The time span actually covered the portee, or amplitude, 
12 is relatively short in Chapter I, being about a year. The amplitude 
of Chapter II is a little over 15 years, covering from the mid-fifties 
to the present. The amplitude of the chapters ranges from a few days 
to about fifty years. A certain pattern emerges in the amplitude I time 
is condensed more in the early and later parts of the novel, and is 
expanded in the middle sections (see chart). In terms of the nuclear 
verb, then, its amplitude ls smaller as the background to "becoming" 
ls being delineated and also when "becoming" has been manifested, and 
the expansion of the nuclear verb is more extensive during the process 
of becoming. 
Portee and amplitude point out the novel's lack of mimetic 
quality. The experience ·of the novel does not correspond to hi!-
but to the transformation of it. Perhaps more importantly, 
one J;Clll8.rY feature of the inventive process in Alvarez Gardeazabal 
lJO 
is the tendency toward variation of~ and amplitude emphasizing 
invention in terms of a certaill. lack of equilibrium in the narrative. 
This lack of equilibrium in the transformation process is particularly 
appreciated by considering briefly, for example, the contrast between 
the detail used in the anecdote of Andres's spider show and the 
novel's comparatively broad temporal scope. The narrator's des-
cription creates a humorous effect, using detail in a situation 
where it would not normally be expected. He describes each step 
in his show, and the animals: 
Abriola tercera caja y sin haberse prevenido, 
ni la gente haberle o!do explicacion al~a, 
una ara.iia amarilla, con patas que parecian 
orugas de tractor buldozer, se quedo en la 
mitad del gobelino verde mirando desafiante 
al publico. (p. J6) 
A similar effect is created through the narrator's description of 
Marcianita's armadillos, adding detail to the psychological pen-
etration of the armadillos: 
Primero, los amaestro. Se estuvo d!as, semanas 
enteras, ensenandoles a caminar manejados por 
una cadena fina que les amarraba alrededor del 
estomogo escamoso. Les fastidio sentirse mane-
jados, y cada vez que ella los hur~ba con la 
cadena, abr!an hueco rapidamente. (p, 59) 
The temporal span of the entire analepse of the basic anecdote (some 
fifty years), and more specifically, the amplitude of Andres's chapter, 
indicate the experience of the inventive process in this case. In 
lJl 
Genette's terms, the imaginative experience has been created through 
a lack of congruence between histoire (anecdote of a spider) and 
recit (the presentation of the spider in the actual text), 
Final remarks concerning the expansion of the nuclear verb 
and the novel's basic structure are appropriate, As the highly 
anecdotal nature of the novel suggests, "becoming" and the elab-
oration of it are as important as the act itself, if not more so. 
The two structural tendencies, one emphasizing the independent 
narrative unit, and the other the novelization of these units, create 
a certain lack of equilibrium in the expansion process, transporting 
hlstolre beyond the limits of mimeticism. The consideration of temps 
in the nuclear verb in terms of prolepse, analepse, portee and ampll-
:E:!!!!, indicates the rupture with objective chronology and the impor-
tance of the manipulation of these temporal factors 1n the inventive 
process. The use of cyclical structure through the manipulation of 
time, and the use of the "present" as a point of departure create a 
distance from the events at hand, instead of the closeness to the 
reality that the traditional regionalist novel depended upon for its 
nostalgic effects. In order to consider in detail the function of 
distance and the narrator in the transformation of the nuclear verb 
it will be necessary to turn attention away from temps and to narration, 
or the basic narrative situation.13 
According to traditional concepts of "point of view", the basic 
narrative situation in El bazar de los idiotas is fundamentally third-
person omniscient. Genette, however, points out that technically all 
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narrators are "first-person", and resolves the "narrative point of 
view" question by distinguishing between who is seeing (mode) and 
who is speaking (voix).14 It should be noted that, in general, 
deals with the regulation of information in the narrative 
and~ deals with the question of the speaker-- how he stands 
in relationship to the story and to the narrataire, or implied 
reader. It can be noted that in terms of ~. in El bazar de 
los idiotas the focus is basically external to the events described 
(focalisation externe) and that in terms of~ the speaker nor-
mally stands outside the story, i.e. is not one of the characters. 
The novel could be defined in terms of its and ~. then, as 
extradiegetigue-heterodiegetigue: a narrator in first degree who 
tells a story from which he is generally absent. 15 
The manner in which the narrative information is regulated, 
the .!!2!!!,, is a fundamental part of the experience of the invention 
and humor of Alvarez Gardeazabal. Focalisation externe is the most 
apt description of the~ because in general the narrator does 
not penetrate the characters psychologically, The novel is by no 
means one of profound interior analysis along the lines of what 
has been noted in En noviembre llega el arzobispo, or even of 
the sections of interior analysis in Las causas supremas and~ 
de zorro. The narrator does have the capacity, however, to pene-
trate the characters' thoughts and feelings, often using words like 
"entendio" and "sintio" in brief descriptions rather than extensive 
analysis. One source of the novel's inventive humor is the rup-
ture with its narrative code, that is, moving a step beyond this 
basic !2!!!_ noted above, The narrator has the characters "decide" 
things, for example, that would not noramlly be decisions, or 
at least referred to as such. This technique is used at least 
three times in the opening chapter. First, Marcianita "decides" 
to be born (appear between her mother's legs): 
cosas, sin embargo, son muy distintas y 
deberan serlo porque el destino rige a Marcianita 
Barona desde cuando un Jl de octubre, de hace muchos 
anos, decidio.aparecer por en~re las piernas de su 
madre, y Tulua, los coros angelicos de cielo y tierra ••• 
(my emphasis, p. 8) 
Paulina Sarmiento ~decides" to die: 
Ella lo supo blen, y entonces acudio a SUS 
argucias, que la convirtieron muy pronto en 
una mujer riqu.isima, pero la enviciaron tanto 
a la vida y al dinero que apenas hace un a.no 
decidio morirse, trepada todavia en la yipeta 
inglesa de la guerra de Leticia que le compro 
a Tito Uribe, (my emphasis, p. 11) 
He creates a similarly humorous effect in the following use of 
the verb •decide": 
Todas pensaron en la ingeniosa posibilidad 
que les brindarian a las lenguas del pueblo 
si las veian salir de la casa de alguno de 
los curanderos del barrio de las putas, expertos 
en hacer vomitar hasta un tornillo a quien 
decidiera embarazarse. (my emphasis, p. lJ) 
This breaking of the narrative code recalls the incongruencies 
already noted involving the use of time (detail within the general 
context). In another case the narrator uses "to decide" in a way 
that combines both these techniques. In telling Isaac Nessim's 
story in very general terms (the longest amplitude of any chapter 
in the novel) he includes the detail that Nessim "decided" to dis-
embark in Buenaventura and enter Colombia. 
When the focalisation moves nearer to that of the perception 
of the characters than strictly focalisation externe, the effect 
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is ironic • When Paulina Sarmiento leads her group in the campaign 
against Marcianita, the narrator describes them as follows: 
Eran la vanguardia de la salvacion de Tulua y no iban a quedarse en mitad del camino 
permitiendo la ayuda misericordiosa a la 
reencarnacion demoniaca. (p. 44) 
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The narrator's use of the term "reencarnacion demoniaca" corresponds 
more closely to the perception of the group than that of the narrator 
in his usual focalisation externe. At other times this use of lan-
guage reflects more the pettiness of the inhabitants of Tulua.. The 
narrator compares Inesita Gonzalez with the other candidates using 
a language that humorously reflects Tulua.: "Las otras candidatas re-
sultaban un relleno" (p, 149), Later in the same chapter he describes 
Inesita's publicity as follows: "Las fotos de El Espectador salieron 
mas claras, pero la literatura de El Tiempo estaba mejor" (p. 153), 
In his description of the commercialism of Tulua. he states: "Los 
precios de venta variaban segun la cara de tonto de incurable que 
le veian al comprador" (p. 255). Similarly, his reference to the 
journalist Pangloss and the articles deprecating the idiots read 
as follows: "Inicialmente n1 el periodico ni los lectores le pa.-
raron bolas ••• " (p. 270). 
In a s1milar manner, he alters the novel's basic~ through 
a complete inversion of the normal terms of language, using a com-
mercial language to describe the workings of the church and the 
language of the church to describe the activities of the idiots. 
In reference to the church, the members are called "clients", 
"Los que primero sintleron la baja de clientela fueron los padres 
redentoristas de Buga" (p. 241). The rise of the idiots' fame 
causes changes in the church's business: 
La venta de rellquias, del aceite del hermano 
champa.gnat, _de! agua del Guadalajara, de los frag-
mentos del Jabo~ que la india usaba cuando encontro 
tres sig;os atras l~ imagen milagrosa lavando ropa 
en el frio, toe!os los rosarios de chambibe que resul-
taron ser de lagrimas de San Pedro, absolutamente todo 
el elenco 1!'-1lagrero, dejo de venderse, Por primera vez 
desde el dia en que comenzaron a construir la basilica 
y el convento, el padre guardian tuvo necesidad de gas-
tar dinero de la caja fuerte y mermar los envios de 
estampillas para las misiones y de dineros para la casa 
madre en Burgos. (p. 243) 
135 
The language used in reference to the idiots tends to be eccle-
siastical. The people that come to be cured are referred to as 
"peregrinos" who make their "peregrinacion". At other times they 
are the "multitud", When the idiots cure, a "luz" appears which is 
also referred to as a "resplandor". When Isaac Nessim goes to the 
idiots, the description uses the language of the church for its iron-
ic effect, 
Brotaba la fe de sus manos puntiagudas, de su 
cara esquematica. Marcho lentamente hasta pasar 
por debajo del balcon, Miro a los idiotas como 
a la gloria eterna, como hubiera 111¥ado sus 
padres si ellos volvieran de ese mas alla que 
un d1a se los tra.go. (p. 290) 
Other factors of~ involve focalisation on characters (character-
ization), on space ("spatiallzation"?) and on time ("temporaliza-
tion"?), 16 In accordance with the novel's focallsation externe, 
not conducive to the creation of "profound" characters, since the 
focus is primarily exterior rather than interior, relatively few 
characters are introduced into the novel via the convention of an 
initial introductory descriptive characterization, followed by char-
acter development. The focus on the characters is substantially 
limited by the very procedure of creating them. The only character 
whose development is somewhat conventional is Marcianita, whom we 
see from birth, through her youth, and until the present. Her 
description, however, is only schematic in the later years. Even 
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her most complete characterization chapters cover a period of many 
years, as has been discussed. Less traditional still are the char-
acterizations of Andres, whose past as a seminary student is described 
when he first appears, and of Isaac Nessim, whose past from 1917 is 
explained, and of Tille Uribe, whose characterization is even more 
limited. Thinking in terms of the nuclear verb with reference to 
~. the emphasis is more on limitation than expansion of the verb 
as far as the creation of character is concerned. 
Most of the characters enter and function within the novel 
as if they were known entities, an extremely limited focalisation 
(externe). The principal characters (those who have characterization 
chapters) are even introduced in the novel as such in some cases. 
Inesita, whose characterization is effected in Chapter VII, is men-
tioned briefly in four previous chapters and these references leave 
the reader relatively uninformed as to her identity. She is first 
mentioned briefly in Andres's chapter as follows: "Tanto ellos como 
Tulua lo recordaban desde los dias del reinado de Inesita Gonzalez, 
cuando hizo gran espectaculo con SUS aranas amaestradas Y SUS la-
gartijas de dos colas" (p. 31). Inesita's second appearance in the 
novel occurs in the next chapter: she is identified as Marcianita's 
only friend, but no description of her beyond the fact of the friend-
ship is provided. Nina Perez, who has Chapter X for characterization, 
is presented similarly, being mentioned briefly in six different chap-
ters before her characterization chapter. She enters the novel in 
Chapter III as the child that assaults Marcianita in school. Chuchu 
is mentioned once briefly before her characterization in Chapter 
XII: "Penso en a.cudir a Chuchu para. que ella, favorecida de Dias, 
la uniera al carro de la esperanza, pero la llegada del hermano 
Andres a la funcion de beneficio en el colegio de los hermanos 
maristas, la hizo olvidar de esta interseccion" (p. llJ). 
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The limited focus on characters is more evident with the minor 
characters. There are over 100 characters in the novel and in many 
cases their presence and function are quite limited, Several char-
acters enter the novel once, as is the case of Tito Uribe (Chapter 
I), ~isia Maria Mora (Chapter I), Nicolas Lozano (Chapter I), Ago-
berto Potes (Chapter I), Hermano Tobias (Chapter II), Madre Leocadia 
(Chapter III), Jaime Perez (Chapter III), Doctor Simeon Jimenez 
(Chapter III), Transite Giron (Chapter IV), Alvaro Heneo (Chapter 
IV), Oscar Arias (Chapter IV), Bernardo Cardona (Chapter V), Don 
Carlos l1ateron (Chapter V), dona Laura Garces (Chapter VI), Ramona 
(Chapter VI), dona La.ura·Valencia (Chapter VII), Lucho Bermudez 
(Chapter VIII), misia Maruja (Chapter XI), padre Saavedra (Chapter 
XII), Enrique Uribe (Chapter XIII), padre Fieria (Chapter XIV), 
padre Gomez (Chapter XV), Pacho Montalvo (Chapter XVI), and 
Alvaro Pachon (Chapter XVI). Other characters appear more than 
once, but as in the initial appearance of the main characters, the 
brief entrances reveal little or nothing about them. The three 
chapters in which someone like Doctor Gonzalez is present, for 
example, reveal a minimal about him, He is referred to in Chapter 
I in terms of owning one of the three houses in Tulua that have 
electric lights, and has no other function in the chapter• The 
limited focus emphasizes his function as an element in Tulua, not 
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as a human being. Luisita Tascon appears in five different chapters, 
but we learn nothing of her, other than that she is the schoolteacher 
who benevolently allowed ·Marcianita to attend her school, Again, the 
character functions only as a small piece in a large mosaic, but not 
as a person. Aminta appears in five chapters, but functions speci-
fically as the owner of a house, never acquiring full dimension as a 
human being. The characters are not situated synchronically or 
diachronically within Tulua, as in the traditional novel, but rather 
function as components, Characters accumulate in the novel as their 
function requires: as more of the story of Tulua is related, more 
characters enter, with new characters introduced in virtually every 
chapter until the very end of the novel, Both in the limits pre-
scribed by the novel's focalisation and in their limited function 
(which is to some extent a problem of focalisation), the characters 
do not correspond to the molds of the traditional mimetic novel, 
The idiots themselves are not mentioned in the novel until the 
end of Chapter II when it is noted that Andres will have to visit 
them to be cured. There is a similar note at the end of Chapter 
IV, Isaac Nessim's chapter. It is not until Chapter VII, approxi-
mately midway in the novel, that one of the idiots, Ramon Lucio, 
makes his distinctly inauspicious appearance. At birth he is hardly 
human: "Al final, el doctor Tomas, untado de mierda hasta el cuello, 
pudo sacar de esta tempestad diarreica una criatura de genero mascu-
lino, mas parecida a una rata que al hijo que Nemesio Rodriguez 
esperaba" (p, 127), From his characterization throughout the novel, 
the focus on the idiots is especially on the external, emphasizing 
their physical aberrations and crudities consistently: after a month 
Ramon Lucio has grown a centimeter and shows obvious signs of re-
tardation; he drinks abnormally from his mother; he stares fixedly 
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at bright colors and appears to be deaf; he eats and urinates ex-
cessively; at Bartolome's birth the only description tells of his 
"cabeza de huevo" and his "cara de sapo enferao"; with age they emit 
a unique gutteral sound as a distinguishing feature; they dirty their 
clothes with an abnormally high frequency; their movements are always 
described as being mechanical; Bartolome is often described with a 
grotesque saliva running from his mouth; they have a minimal ability 
to perceive physical s~nsations (again, the mechanical, external); 
the description of their discovery of their sex organs and mastur-
bation treats their bodies in a mechanical way; the description of 
their method of curing through miracles emphasizes the physical; its 
crude description of their sex organs; and finally, even their death 
underlines the purely physical, describing their dismembered bodies 
as objects: "Pedazos de came de Ramon Lucio, aporrearon los rostros 
de quienes rodeaban al anarquista" (p, JOJ). An effect of this exter-
nal focus of the crude physicality of the pair is the contrast it 
creates with the spirituality of the church, Since the church func-
tions as the idiots' rival, the ironic contrast between the physicality 
of the!!!!!! miracle-makers and the spirituality of the traditional ones 
is evident. other effects will become evident in the discussion of 
voix, 
The "in Tulua" part of the basic sentence, the physical space, 
and the focalisation of it is similar to the creation of character. 
The physical space included in its total focus is primarily involved 
with Tulua, but also includes the nearby towns of Buga, Palmira, Pasto, 
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Ca.rtago, and Cali. The spatial focus of the novel, Tulua, is never 
created through a complete description to situate the novel in Tulua, 
Technically, it is a form of pa.ralipse, the limiting of information,17 
Similar to characterization, the focus is 11ml ted. When describing 
the physical center of the novel's action, the Riveras' house, home 
of the idiots, the narrator describes it more as if the reader were 
already acquainted with the physical space than as a truly situating 
description: "Lacasa de los Rivera, en el camino del Picacho, luego 
de la curva de las Ruices" (p, 84). Later he describes a road 
nearby: "la carretera que lleva.ba a. la. ca.ba.iia de Teno Gonzalez, 
paso por la a.cequia. de las pa.tisucias, donde ha.bitualmente han lava.do 
ropa. la.s mujeres del barrio de Morales" (p, 222). Rocio Jojoa.'s house 
is situated as follows: "A la. salida. de Tulua, per la. carretera. de 
las Pla.yas" (p. l2J). It should be noted tha.t the "carretera. de 
las Playas" has not been mentioned previously, The composite pic-
ture of Tulua with the accumulated effect of these references is 
fragmented at best, We know it ha.s a Boya.ca Park, the Bar Central, 
the San Antonio Hospital, the Farfan Airport, a.nd many specific homes, 
including La Rivera, But 1t should be noted that none of these in-
dividual elements a.re ever described in a.ny detail and they a.re never 
situated within Tulua in such a. way tha.t a. reader not acquainted with 
Tulua would be a.ble to envision it. To some extent, the spa.tialization 
creates a. clear regional base, but this base itself suggests a. pos-
sible social comment: the narrator's limited vision of Tulua, cor-
responding a.pproxima.tely to that of an inhabitant of the town, re-
flects the pettiness of their vision. 
Focalisation a.sit relates to time also underlines these limi-
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tations, Often a present situation is described through a compari-
son with a past event, but the past event on which the comparison 
is based is unknown to the reader. In describing Manuela in the 
first chapter the narrator notes: "La convirtio en la prisionera 
que temio ser desde el lejano dla en que SU padre murio victima de 
una tuberculosis galopante" (p. 17), In reference to Doctor Tomas 
the narrator states: "Tuvo este que mirarlo con la cara que acaso 
lo mire el general Uribe al darle el parte de derrota final a manos 
del general Reyes, para poder entender" (p, 137), The limitation 
of the vision is experienced in these cases because of the fact 
that the narrator can communicate only within the diachronic limits 
of Tulua, even though the expressive content of such metaphorical 
equations with time is minimal. In other cases the references are 
made to the past, but they are events we have witnessed in the 
novel. At the end of Tille Uribe's chapter the narrator states: 
"Tille Uribe se mire al espejo yen el fondo de su casa pecosa 
volvio a llorar como en el lejano dia de sus veinte aiios, obligada 
por el doctor Tomas a comer como los demas" (p. 115), In this case 
the reference recalls the beginning of the chapter. Focalisation 
creates a closed system whose boundaries are the region of Tulua, 
both on a diachronic and synchronic plane. 
References to future time create the experience of cyclical 
time and suggest the importance of destiny in Tulua's mentality. 
In this sense the passage of time signifies the completion of a 
destiny to which the inhabitants of Tulua seemed to be confined. 
In this way limitations are prescribed by time, As has been explained, 
the entire narrative corresponds to a cycle which is already completed 
at the beginning of the novel. The mare suggests a condemnation, 
as does Marcianita's birth: Paulina proclaims that Tulua will be 
condemned for seven generations if Marcianita is born and that 
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the mare is the devil. Destiny is fulfilled when Marcianita does 
bring the supernatural to Tulua in the form of the idiots. Other 
important events of the novel are the fulfillment of dest!ny: when 
Marcianita says good-bye to Nemesio Rodriguez it is the completion 
of a cycle (p. 166); a premonition convinces Inesita to visit the 
idiots, and the premonition is fulfilled (p. 201); "destiny" seemed 
to prescribe that Nina Perez would pass by after Inesita's miracu-
lous curing (p. 206); destiny prescribed the end of the idiots with 
the assassination (p. 224). other less important details are also 
seen as the fulfillment of destiny: Nina Perez is destined to be 
fat (p. 182); Tille Uribe is condemned to die of cancer (p. 233); 
Marcianita Barona is in permanent communication with destiny (p. 232). 
The people of Tulua seemingly cannot overcome the limitations set for 
them because all action is the fulfillment of the destiny of which 
they are aware. 
involves the breaking of traditional regionalism as has 
been evidenced in the description of the focalisation externe in 
terms of character, space and time. Besides this fact, it is im-
portant to note that the experience is consistent with the feature 
we have noted in the novel's basic structure and temps, i.e. a fun-
damental incongruency. An obvious example in terms of focalisation 
of character is the case of Nemesio Jojoa: he does not actually 
appear until almost the end of the novel, but his presence is of 
utmost importance, since he assassinates the idiots. According to 
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traditional ideas of recit and its characterization, one might logi-
cally conclude that he is not sufficiently developed or motivated to 
play such a vital and destructive role, but in the experience of this 
novel the assassination is the final step in a series of incongruencies, 
irrational acts and lack of logic in character presentation and action, 
other facets of the experience of the novel's focalisation become 
evident when considering~-
The basic position of the narrator in El bazar de los idiotas 
is outside of the story and as he relates the story he often addres-
ses the implied reader as if this reader were already somewhat knowl-
edgeable about certain aspects of Tulua. The question of these two 
relationships-- between the narrator and the story, and between the 
narrator and the implied reader- are for Genette the fundamental 
18 problems of~- For the sake of clarification, certain generali-
zations can be made about this position as a point of departure: the 
temporal position of the narrator 1n relationship to the story is 
fundamentally ulteriere as in the classic story, i.e. the narrator 
tells the story tha. t has already happened in the past •19 Nevertheless, 
it has already been noted in the discussion of analepse that, although 
the main part of the histoire is related from this position, the open-
ing, the end, and certain interruptions are narrated from a temporal 
position of simultanee, i.e. this "today" during which the events of 
Tulua are being unraveled. As a narrator that stands fundamentally 
outside of the story, his position is technically heterodiegetigue, 
although we can note variations from this position. 20 
144 
One basic function of the narrator in the novel is his~-
21 ll2!l testimoniale. As the witness who, from his position of "today" 
tells the idiots' story 1n Tulua, this function is obvious from the 
previous discussion of the novel's structure. The fonction narrative 
(which relates the histoire) is also significant, as has been pointed 
out in the discussion of the overall importance of histoire in El bazar 
de los idiotas, fundamental to the experience. 22 On the surface, the 
possibility of discussing a fonction de regie of the narrator in this 
novel seems out of question. For Genette this narrator functions 
primarily as an organizer of the text and his discourse is usually 
metalinguistic, as in the classical tales such as The Decameron. 
Although the narrator in El bazar de los idiotas clearly does not 
function as in The Decameron, his role as organizer and his meta-
language are significant. 
The narrator functions as an organizer because he is the only 
source of memory of the events of Tulua and subsequently, their 
organizer. The narrator notes from the beginning of the novel 
that the lack of understanding of the events that have occurred in 
Tulua results from a problem of memory: Tulua. has forgotten about 
Father Tascon and the origins of the idiots' cult. , The narrator's 
task is, thus, remembering and rewriting Tulua. 's forgotten history. 
Tulua's reality is determined as much by the way it is remembered 
(or forgotten) as by the facts of objective history. The narrator's 
act of organizing and narrating is to an extent a denunciation of 
modernity and its technology because it is this modernity that 
causes Tulua to forget its real past: 
Con el, Tulua ha identificado memoria y de civi-
lizacion que ha ido llegando en grandes oleajes, 
todavia cree o piensa en e; fondo de Marcia-
nita Barona, aunque ahora ultimo la milagreria 
les ha hecho olvidar todo lo que podrla explicar 
la historia viva que_ agobia sus calles. (p. 120) 
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This "civilization" has conveniently caused Tulua. to forget Marcia-
nita's past, and as such is typical of Tulua.'s memory: things are 
forgotten when it seems convenient. When Marcianita holds her ba-
zaar outside the church, the priest and people conveniently forget 
she was never baptized {even though she had been anathematized 
by the church). When Marcianita is young, the people have already 
forgotten her origins and Father Tascon. Since Isaac Nessim is an 
unpopular and ostracized figure in Tulua, his benevolent contribu-
tions {a rarity) have been forgotten. Nemesio forgets about Marcia-
nita's German measles when she is pregnant with her second son. He 
also conveniently forgets the promise to his doctor not to father 
any more children after the birth of the first idiot. Andres suffers 
his disaster with the Metropolus spider because he forgets its history 
as a killer. What Nina Perez says is not easily forgotten (p. 185) 
and her loquaciousness causes the deluge of people to come to 
Tulua.. With the exception of Marcianita, the people of Tulua. are 
manipulated and are unable to distinguish between objective his-
torical reality and reality as it ls remembered; only the narrator's 
memory and organizing of historical reality have saved the story from 
being lost.24 
The narrator's discourse does approximate metalanguage in 
certain instances when he discusses this distortion of history. 
The very fact that he addresses himself overtly to the problem of 
distortion, and the fact that distortion itself is Tulua.'s st0ry, 
Places such discourse on the level of metalanguage. Within the 
narrative, for example, the narrator comments on the exaggeration 
of this fictional world in his description of the masturbation 
among the youth: 
Los curas en sus sermones, los obispos en sus 
pastorales, los medicos por la television, los padres 
de familia en los almuerzos, los directores de los 
colegios, los ;ez:-ofesores, todos los que podia.n hablar, 
hicieron campa.na para mermar la oleada. Los peligros 
de ~s masturbaciones fueron sacados a la luz. Se 
llego a exagerar ta.nto que se dijo que la masturlii'-
cion era muchisimo mas pelig:t'osa que la ma.rihua.na, 
que no hace dano a nadie. Solo ahora, a meses de 
la noticia que Inesita dio con una ingenuidad asom-
brosa, la moda ha cesado un poco y los masturbantes 
ya no gritan ta.nto.(my emphasis, p. 260) 
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When the idiots rise to national fame the narrator comments, "Los 
de la revista Siete Dias no inventaron mas mentiras porque verda-
deramente no pudieron" (p. 228). The experience of the novel is to 
a certain extent a study of the phenomenon of exaggeration, in-
cluding direct comments by the narrator himself, in what thus 
might be called a metalanguage. 
The relationship between the narrator and the narrataire, or 
implied reader, is significant in the novel in terms of the creation 
of humor, and subsequently, in the novel's denunciation. On the 
one hand, the focalisation as it has been discussed places the 
narrataire in a position of testimonial observer of Tulua similar 
to the position of the narrator. On the other hand, this distance 
is fundamental to the functioning of humor. 
Technically speaking, the focalisation places the reader at 
approximately the same distanced-witness position of the narrator 
through the use of communication acts that assume a certain acquain-
tance with Tulua. Most of the characters enter and function within 
the novel as if they were entities known by the narrataire since, 
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as has been discussed, the focaiisation of character often operates 
on this basis. As such, the reader experiences the characters as 
he might in the position ·of an objective observer of the histoire 
that the narrator, through his organizing, has made recit: the 
reader sees many of them only once, and perhaps again if and when 
such character becomes more involved, The same experience is more 
self-evident in spatialization: the reader receives an occasional 
limited amount of information, regulated on the supposition that 
the narrataire has some acquaintance with this space. With time, 
the narrator's metaphorical equations are supposed to communicate 
by having the narrataire recall previous events in Tulua that have 
not occurred in the novel, 
This position of the narrataire is functional in the creation 
of humor. The focalisation externe on the idiots, making them ap-
pear mechanical through emphasis on the exterior and physical, des-
cribing one of the situations that Bergson has pointed out as a con-
dition for the humorous situation: the insensibility of the observer 
in relationship to the objects or persons observed. 25 In relation-
ship to the specific case of the idiots, it is revealing to note 
that Bergson also emphasizes the importance of the physical when 
26 combined with the moral in the creation of humor. Such is the 
effect of the characterization of the idiots: they acquire acer-
tain sainthood in Tulua and are consistently compared to the church 
(the "moral"), being the heroes to whom the people faithfully make 
pilgrimages. The humor is experienced, then, in that part of the 
characterization that emphasizes their spirituality within a physi-
cal context, or vice-versa. 
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The narrator in El bazar de los idiotas does not perform a 
fonction ideologigue 1f we see such a function as being a direct 
coDllllunication act between the narrator and the narrataire. 27 Rather, 
the novel's denunciation becomes apparent through the situations cre-
ated. The only technical device involved is the initial position of 
narrataire-observer and not narrataire-pa.rticipa.nt. The universal 
appeal of this denunication is found within the context of its com-
ment on middle-class society and its technology. Goldmann main-
tains that the predominant ideology of the middle class is rational-
ism.28 If we choose not to accept this generality, it might be stated 
that the maintenance of the status quo (middle class or other) is 
dependent upon the predominance of the rational and one of its 
corollaries, order. Without defining the novel as "anti-bourgeois" 
or "anti-status quo", it can be noted that anti-rationalism pre-
dominates. Bourgeois technology is totally ineffective in the novel: 
when Andres is bitten, the local specialists, and the Japenese experts, 
fail to cure him; when Inesita is paralyzed, both national doctors 
and specialists from Boston can do nothing for her. The irrationality 
of the idiots' methodology humorously underlines technology's failures. 
It is noteworthy that their first miracle is performed on a Swiss, 
a symbol of technology. Other irrational elements make up the ex-
perience of Tulua., such as Marcianita's birthdate (October 31), the 
mare, and the magical effects of mare milk on the idiots. The colum-
nist Pangloss deprecates the idiots in his "rationalist column", but 
after the idiots carbonize the edition of the newspaper in which his 
explanation appears, he ceases activity for a month. Others oppose 
the idiots with "vigor racionalista" (p. 267). 
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Other observable actions reflect a social comment. It is 
notable that of the plethora of characters appearing in the novel, 
the number of admirable human beings is quite limited, It also 
becomes apparent that there are no admirable male figures in the 
novel, with the exception of Isaac Nessim, the homosexual, This 
irony becomes acute when it is taken into account that the char-
acterizations of the true male figures emphasize their supposed 
masculinity. This is particularly the case with Nemesio Rodriguez 
because the various epithets he carries undcline his masculine 
accomplishments: having built the railroad and having been captain 
in the army, for example. The narrator similarly ridicules Lieu-
tenant Caraval1's machismo through the juxtaposition of "polic1a", 
"hombre", and "macho": "A las mujeres (Isaac) no las trato mas 
que para venderlas mercancia. Caraval1, en cambio, las hab1a 
tratado como policia, como hombre y como macho" (p. 288). The other 
masculine figures, Jesus Sarmiento, Andres, Bernardo Cardona and 
Pangloss, appear as fools. Similar observations can be made about 
the actions of the church hierarchy and about the questionable 
motives of the zealous Paulina Sarmiento. The social comment con-
cerning the government and its institutions is evidenced primarily 
through what the government~ !l2i la2• The most direct comment 
in relation to the government is the fact that in the fifty-year 
story of Tulua the government is surprisingly absent, The govern-
ment does not affect daily life in Tulua.. There is, then, a notable 
fonction ideologigue of the narrator, for his position, and his 
positioning of the narrataire, do communicate a clear message. 
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A consideration of the expansion of the nuclear verb "Two 
masturbating idiots become heroes in Tulua." suggests that the basis 
for Alvarez Gardeazabal's inventive process lies in the development 
of the verb through incongruencies, or what has also been noted as 
a certain lack of equilibrium in the narrative-- in summary: in-
congruencies, anomalies and distortion. The incongruence of "mas-
turbating idiots" in juxtaposition with "heroes" is the expression 
of this inventive process in its most basic form. From this basic 
expression the reader experiences a strong emphasis on the anecdote, 
which develops the basic anomaly of the nuclear verb on several 
levels of experience. The structure, or organization of the anec-
dotal material, creates an anomaly between short-story, sequential 
tendencies 1n contrast with the work's overall precise structure. 
In developing this structure the verb "becoming" is significant 
because af the incongruent elaboration of this "becoming". Thus, 
the narrator's pure invention may take precedence over developing 
the story-line, as in the case of the spider episode, The methods 
of manipulating time made apparent by contrasting histoire and 
recit indicate that, besides rupturing pure chronology, the in-
congruency between historical time and recit time emphasize in-
vention over mimeticism. In terms of the narrative situation, or 
narration, the narrator's focus on Tulua. creates humorous dis-
tortions through the use of language not totally congruent with its 
context-- again, the detail of "to decide" within a much larger con-
151 
text-- or by completely inverting the normal relationship between 
signifier and signified, as in the case of the commercial and eccle-
siastic language. The position of the narrator in relationship to 
the story and the reader indicates the role of the narrator as the 
organizer and the one who has remembered within a context in which 
all has been forgotten. The distance that the narrator and narrataire 
share from the actions observed permits the dispassionate observation 
of the incongruencies of social procedures, implying a denunciation 
of such relationships.29 
CHAPI'ER V 
EL OTONO DEL PATRIARCA (1975) 
The appearance of El otoiio del patriarca in 1975 marks the 
completion of a cycle in the Colombian novel since 1967, the 
original point of departure in this study, Cien aiios de soledad. 
Since the appearance of the latter and En noviembre llega el 
arzobispo in the same year, the Colombian novel has been ob-
served in its process of development that is progressively more 
distant from the type of regionalism that characterized those 
two novels. This movement has been apparent, although in dif-
ferent ways, in Las causas supremas, Cola de zo=o, and El bazar 
de los idiotas. With the publication of El otoiio del patriarca 
the change is complete in the sense that the regional base in 
itself is an even less significant aspect of the experience of 
the novel. The work employs as its physical base the Caribbean 
region in general without defining a specific country. The 
novel's basic theme, power, extends beyond national or regional 
boundaries. The elaboration of the theme of power through nar-
rative technique is evident through an analysis of the novel's 
structure; the theme of power in relationship to the experience 
of this particular dictator can be elucidated through a con-
sideration of his experience of women and the mother archetype. 
The most fundamental and basic anecdote of the novel could 
be reduced to the sentence "A corpse is foundu. This simple 
anecdote (or histoire as Genette would have it) is used as a 
point of departure (the frame) for the actual story telling, or 
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the complete reclt,1 It ls the basic anecdote with which each 
chapter of the novel beg_ins, describing the discovery of the 
General in the presidential palace. The story of the novel, 
however, goes beyond the mere discovery of his body: it relates 
the General's entire life by transforming this basic.anecdote of 
the framework into a more complete biographical revelation. The 
complete anecdote could be reduced to the simple sentence "A 
General dies", or, even more specifically, "A General lives and 
dies" (depending on whether or not we wish to define his "living'.' 
as a continuous process of dying, a point that could be defended 
textually). 
The novel's structure can be described as a system of pro-
gress! ve apertures. The work consists of six narratl ve sections 
(I will call them "chapters") and each of these sections co=es-
ponds to this system of progressive apertures. That ls, the first 
chapter involves an aperture, as does the second, and each of the 
following chapters. The qualifier "progressive" ls included be-
cause the apertures occur at a progressively earlier point in 
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each of the six chapters. In the first chapter, for example, the 
aperture occurs relatively late in the chapter, in the second chap-
ter it occurs earlier than in the first, and so forth. These aper-
tures may be described as occumng in each of the six chapters on 
four levels. It must be noted, however, that I am describing 
each level separately for the clarity of analysis. In the novel's 
experience these levels occur simultaneously. The four levels of 
aperture are (1) the opening of the original situation, (2) the 
opening of the sentence, (J) the opening of narrative point of 
view, (4) the opening of a "seen" reality. 
At the level of the original situation, the first chapter 
establishes this basic situation with the discovery of the General's 
corpse in the presidential palace. In this first scene an uniden-
tified narrator within the story describes some vultures entering 
the presidential palace. With this sign, the narrator notes, he 
and some of his accomplices dare enter the premises. Upon en-
tering, the narrative describes the physical surroundings ob-
served, for the most part decaying objects in the palace. After 
two and one-half pages describing the physical surroundings, this 
narrator provides the first description of the General's body, 
an image that reoccurs in the novel• 
••• y alli lo vimos a el, con el uniforme de lienzo 
sin insignias, las polainas, la espuela de oro en 
el talon izquierdo, mas viejo que todos los hombres 
y todos los animales viejos de la tierra y del agua, 
y estaba tirado en el suelo, bocabajo, con el brazo 
derecho doblado bajo la cabeza para que le sirviera 
de almohada, como habia dormido noche tras noche 
di;rante todas las ~oches de su larguisima vida de 
despota solitario. 
At approximately this point the narration changes from exclusively 
a description of the immediate surroundings (the original situation) 
to pure recit. In the sentence following the above description of 
the General's corpse, the narrator changes the focus from des-
cription to strictly the telling of the story: 
Solo cuando lo volteamos para verle la cara 
comprendimos que era imposible reconocerlo 
aunque no hubiera estado carcomido de ga.!.li-
nazos, porque ninguno de nosotros lo habia 
visto nunca ••• (p. 8) 
By noting that none of them had ever actually seen the General, 
the narrator has changed from a description of the physical sur-
roundings to relating circumstances. This is the point 
that may be identified ai; the "aperture" in the narrative-- an 
opening of the original scene into a broader story.3 
Each of the five remaining chapters uses the establishment 
of the original situation as described above and an aperture 
into the level of pure recit. In the second chapter the nar-
rator begins to integrate the elements of the story almost im-
mediately upon beginning the description of the orginal situation 
in the presidential palace. The first sentence reads as follows 1 
La segunda vez que lo encontraron carcomido por los 
gallinazos en la misma oficina, con la misma ropa 
yen la misma posicion, ninguno de nosotros era 
bastante viejo para recordar lo que oc=io la 
primera vez, pero sablamos que ninguna evidencia 
de su muerte era terminante, pues siempre habla 
otra verdad detras de la verdad. (p. 46) 
The sentence may be divided into three :i;arts. The first part, to 
the word "posicion", relates to the original situation, the 
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corpse. The second part, from "ninguno" to "primera vez", func-
tions as recit, refe=ing to the events in the preceding chapter 
concerning the General's "first death". In the third sentence the 
narrative opens to pure recit, refe=ing to the life of the General 
rather than the immediate physical situation or what the reader 
already knows. The next sentence continues the narrative by 
proceeding with recit: "Ni siquiera los menos prudentes nos con-
formabamos con las a.pariencias ••• "(p. 46). By the second page of 
this chapter, however, the narrator has returned to the original 
situation, using a short sentence that refers to it, just as the 
beginning of the chapters use short sentences: "Tampoco el escru-
tinio meticuloso de la casa. aporto ningun elemento val.ido para 
establecer su identidad" (p. 48), Then the narrator describes 
more of the physical surroundings, Bendicion Alvarado's room. 
After approximately two and one half pages there is a complete 
opening, changing the focus from the original situation to telling 
the General's story: "Al contrario de la. ropa., las descripciones 
de sus historiadores le queda.ban grandes, •• " (p. ,50). From this 
point in the chapter there is no more description of the 
physical surroUDdings, and the narrative opens exclusively to 
pure recit, telling the General's story, By the third chapter 
the transformation from the revelation of details concerning the 
original situation to recit occurs earlier, and the original 
situation is less important than in the two previous chapters 
(again, stressing the "progressive" nature of this structure). 
The first sentence refers to the cadaver: 
Asi lo encontraron en las vispera.s de su otono, 
cua.ndo el cadaver era. en rea.lidad el de Patricio 
Aragones, y as! volvimos a. encontrarlo muches 
a.nos mas ta.rde en una. epoca. de tanta.s incerti-
dumbres que nadie podia. rendirse a. la. evidencia 
de que fuera. suyo a.quel cuerpo_senil carcomido 
de gallinazos y pla.gado de parasite de fondo de 
mar. (p. 89) 
In this first sentence there is one reference with a. scope 
beyond the original situations "en una epoca de incertidumbres", 
The second sentence refers to the physical (his hand), and from 
this point the direction of the sentence is toward the pa.st, By 
the third sentence (still on the first page of the chapter), there 
are no references to the immediate physical surroundings, and 
the chapter has opened to pure recit, The fourth sentence (first 
and second page) contains no reference to the immediate sur-
roundings either, a.nd its subject is an ambassador who had had 
contact with the GeneraJ,. The fifth sentence {second, thi:i::d and 
fourth page) uses no reference to the physical environment, and 
employs the mention of the corpses only as a point of departure 
for the relating of the story: ''Era dif1cil admitir que aquel 
anciano irreparable fuera el unico saldo de un hombre cuyo poder 
habia sido tan grande que ••• " (p. 92). These two sentences can 
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be identified as the point of the definitive opening of the chapter 
from the original situation to recit. There are no more references 
to the original situation, and the opening has occurred on the 
second page of the chapter. The first ''Era dif1cil admi tir" 
occurs earlier than the aperture in the previous ch ters and the 
original situation has become less important, being used more 
strictly as a point of departure. 
The first sentence of Chapter IV functions as pure recit, 
ma.king no reference to the original situation: 
Hab.fa. sorteado tantos escollos de desordenes 
teluricos, tantos eclipses aciagos, tantas bolas 
de candela en el cielo, que pa.recia impo~ible que 
alguj,en de nuestro tiempo confiara todavia en 
pronosticos de barajas referidos a su destino. 
(p. lJO) 
The second sentence does refer to the corpse, and then continues 
beyond this original situation to relate popular opinion concerning 
the General: 
Sin embargo, mientras se adelantaban los tramites 
para componer f embalsamar el cuerpo, hasta los menos 
candidos esperabamos sin confesarlo el gumplimiento 
de predicciones antiguas, como que el dia de su muerte 
el lodo de los cenegales habia de regresar por sus afluentes 
hasta las cabeceras, que habia de llover sangre ••• (p. 129) 
The thi:i::d sentence (still first page) makes no reference to the 
original situation or the corpse, but continues relating the story 
of the rumors and versions about his life. At this point on the 
first page the opening takes place from the original situation 
to pure recit. 
In the fifth chapter the first sentence refers specifically 
to the origina.1 situation: 
Poco antes del anochecer, cua.ndo acabamos de sacar 
los cascarones podridos de las va;as y pu~imos un fOco 
de arreglo en aquel desorden de fabula, aun no habiamos 
conseguido que el cadaver se pareciera a la imagen de 
su leyenda. (p. 169) 
The second sentence also refers to this original situation, with 
the narrator explaining the attempts they made to prepare the 
General's corpse. The third sentence serves as a bridge between 
the relating of the original situation and the opening to recit. 
It remains to some extent within the framework of the original 
situation, but extends the immediate present (the specificity of 
the corpse) by relating the meeting of officials in the nearby 
"salon de consejo" in which they begin to decide upon the divi-
sion of power: 
Mlentras tanto, en el salon del consejo de 
goblerno invocabamos la union de todos contra 
el despotismo de siglos para repartirse por 
partes iguales el bot!n de su poder, pues todos ••• 
(p. 169) 
The "salon de consejo" is not precisely within the scope of the 
"original situation" as it has been defined, and thus serves as 
a physical bridge between this situation and the telling of the 
General's story. The fourth sentence moves to the actual opening 
of the narrative: 
Nos encontrabamos inermes ante esa evidencia, 
gomprometidos con un cuerpo pestilente que no 
~ramos ca~ces de sustituir en el mundo porque 
else habia negado en sus instancias seniles 
a toma.r ninguna determinacion sobre el destine 
de la patria despues de el, habia resistido con 
una terguedad de Viejo a cuantas sugerencias se 
le hlcieron desde que el gobierno ••• (my emphasis, 
p. 170) 
The beginning of the sentence mentions the "cuerpo pestilente". 
Then, however, the sentence begins to describe what the General 
had done (refusing to make any provisions for what was to hap-
pen after his death) previous to this basic situation, and this 
is the point of opening in the narrative: the story continues 
as recit and there are no more references to the original 
situation. 
In the last chapter, the sixth, the aperture occurs on the 
first page. Several parts of the sentence refer to the original 
situation: "Ahl estaba, pues, como si hubiera sido el aunque no 
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lo fuera, acostado en la mesa de banquetes ••• "; "mas temible muerto 
que vivo con el guante de raso relleno de algodon sobre el pecho 
blindado ••• ". Toward the end of the first page the narrator 
changes the focus to a previous discussion, which, in turn, 
leads to the opening of the narrative to~: "discutfamos 
palabra por palabra el boletfn final con la noticia que nadle se 
atrevfa ••• " (p. 219) 
The noted apertures that function as the point at which 
a basic anecdote is transformed into pure recit are co=aborated 
technically by the use of the progressive opening of the length 
of the sentence.4 This is the second level of aperture. The 
sentences lengthen at approximately the same point in each of the 
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chapters as the noted point at which the transformation from the 
original situation to re?it occurs. In each chapter the beginning 
f?entences are what might be called a normal length, and are then 
expanded in length as the chapter continues. The progressive nature 
of this development of the sentence is demonstrated by the fact 
that each chapter has fewer sentences: Chapter I has Jl sentences; 
Chapter II has 24 sentences; Chapter III has 19 sentences; Chapter 
IV has 18 sentences; Chapter V has 15 sentences; and finally, 
Chapter VI has only one sentence. 
The opening from the original situation into story-telling 
corresponds to the opening of the length of the sentence. In 
Chapter I the sentences on the first page are of an approximate 
"normal" length, that is, of 8, 8, and 5 lines in the text. The 
fourth sentence {ending the first page and beginning the second) 
is expanded to 21 lines. Throughout the next seven pages (to page 
12) the length of the sentence varies, but remains approximately 
within the limits of the sentences on the first two pages, ranging 
from a few lines in length to a full page (J5 lines in the text). 
Then·, on page 12, the first significant opening of the length 
of the sentence appears, with the sentence on pages 12 and lJ 
being 64 lines in length. From this point sentence length be-
comes progressively longer, or at the least tends to remain at 
the length of the longer sentence {about a page or slightly more). 
Whereas it has already been noted that the opening from the orig-
inal situation to story-telling occurs on pages 9 and 10, it is 
closely followed by the extension of sentence length• The two 
principal steps in the lengthening of the sentence in Chapter I 
on the first page (from 8 lines to 21 lines), and the final ex-
tension to 64 lines. The longest sentence in Chapter I is 112 
lines, this occurring on two occasions (pages JO-J4 and pages 
42-46). 
In Chapter II the change in sentence length is abrupt. On 
the first two pages the sentences tend to be relatively short. 
As in the first chapter, the first sentence is 8 lines. The 
second sentence is the longest in these beginning pages, being 
JO lines (slightly less than a page), and the remainder of the 
sentences on the first two pages range from J lines to 21 lines. 
At approximately the same point at which the narrative changed 
its focus from the original situation to recit, the sentence 
length begins to expand to a length of one page or more. The 
change to recit bas been noted on page ,50. On page 50 we also 
have the first expansion of the sentence, with the sentence 
on pages 50-51 being J5 lines, or a full page, in length. From 
this point the narrative opens (both in its focus and in sentence 
length), and the remaining sentences of the chapter tend to be 
longer than a page rather than shorter than a page. Extending 
sentence length beyond that noted in Chapter I, the narrative 
opens after 5 pages to a sentence of JJS lines (about 9 pages), 
the longest sentence of the first two chapters. 
In Chapter III the progressive nature of the openings of 
sentence length is more evident. The first three sentences of 
the chapter are of the typical length of the beginning sentences 
in the chapters, being of 7, 7 , and 8 lines. Then in the fourth 
sentence the first reference is provided that moves away from the 
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original. situation and toward relating the story (''El emba.ja.dor 
Palmerston, uno de los ul,timos ••• " p. 89). This first opening 
into the General's story is al.so the first expansion of sentence 
length, with this sentence at the end of the first page and the 
beginning of the next being 28 lines in length. The change has 
occ=ed earlier than in the first two chapters (underlining again 
the "progressive" nature of the structure). From this point the 
sentences remain lengthy (usually over a page) and the beginning 
of the third page of the chapter contains a sentence of 208 lines, 
the longest sentence of the chapter. 
Chapter IV has only two sentences of normal length at the 
beginning. They are of 5 and 10 lines , respectively. By the 
third sentence the narrative has opened its focus to beyond the 
immediate situation of observing the General's corpse (''Era impo-
sible no creerlo, silos pocos periodicos ••• p. 129), and the 
sentence length opens quickly to 49 lines in a sentence that 
begins at the middle of the first page. From this point all 
the sentences in the remainder of the chapter (except two) are 
at least a page in length (over J5 lines), and the last sentence 
is the most extensive, being 187 lines long. 
In Chapter V only the first sentence is of normal length 
(5 lines) before the opening occurs. The second sentence expands 
immediately to 22 lines, with the third being 17 and the fourth 
being J4 lines. These sentences relate to the original situation, 
while at the same time some story-telling is carried out. Besides 
describing the corpse, the narrator explains the events such as 
the change of power and the dealings that a.re taking place as a 
result of the General's death. Thus, there is some movement away 
from the "original situation" when in the third sentence the nar-
rator mentions the meeting in the "salon de consejo". By the 
second page of the chapter the opening is the most abrupt ex-
perienced to this point in the novel in terms of sentence length. 
On the one hand, it is th!! opening to the story ("Tuvo razon, pues 
en nuestra epoca no habla nadie que pusiera en duda la legitimidad 
de su historia ••• "), and on the other, it opens to a sentence of 
268 lines in length. The remainder of the sentences that tell 
the General's story in this chapter are almost all over 100 lines 
in length. In this respect we note the difference, for example, 
from the first two chapters. 
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The last chapter begins "Ahl estaba, pues como si hubiera ••• " 
(p. 219), a reference to the corpse and the immediate situation. 
Within this same sentence the chapter opens to recit on the first 
page ("discutiamos"). The opening in terms of sentence length 
reaches the extreme; the entire chapter is one sentence of 1825 
lines. This change is abrupt, but in accordance with the pro-
gressive nature as it has been discussed. Although more extreme 
than in the previous chapters, it is a logical step in the develop-
ment, because sentences have been becoming progressively longer 
in each chapter, and also because in Chapter V there is only one 
sentence (the first) of what may be considered "normal" length. 
The progressive and precise manner of handling the sentence length 
in correspondence with the opening of the story helps to define 
the narrative system that Garcia Marquez constructs in this novel. 
The third level of aperture, also corresponding to the first 
two, is the opening of narrative point of view,5 In each chapter 
the point of view in whi7h the novel begins is limited (corres-
ponding to the original situation and the shorter sentences), and 
then opens to other points of view, in some cases to multiple 
po1nts of view with1n the same sentence. This variation of 
narrative po1nt of view, function1ng through the aperture as 
a po1nt of departure, has various effects and is a key to the 
experience of the novel. 
An unidentified narrator.within the story recounts the 
beginning pages of the first chapter. He and other unidentified 
accomplices enter the presidential palace to discover the rotting 
corpse. For this- reason I shall identify this narrator as the 
"narrator-discoverer". Thus, these pages are narrated in the 
first-person plural ("vimos"). The very first sentence does not 
identify this narrator as necessarily within the story, and it 
could technically be told by a narrator outside the story: 
Durante el fin de semana los gallinazos se 
metieron por los balcones de la casa presidencial, 
destrozaron a picotazos las ma.llas de alambre de 
las ventanas y removieron con sus alas el tiempo 
estancado en el interior, yen la madrugada del 
lunes la ciudad desperto de su letargo de siglos 
con una tibia y tierna brisa de muerto grande y de 
podrida grandeza. (p. 5) 
From the beginning of the next sentence the position of the nar-
rator within the story is evident1 "Solo entonces nos atrevimos 
a entrar ••• " (p. 5). For approximately the next three pages the 
narrative remains within the scope of this narrator with1n the 
story who, along with some others, enters the palace. By the 
fourth page, however, this narrative begins to open to other 
speakers. The first change occurs on page 9, Here the narrator 
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inside the story is relating details about the physical environ-
ment, bit suddenly the n~ative changes to one word that comes 
from another speaker1 " ••• y una tarde de enero habiamos visto 
165 
una vaca contemplando el crepusculo desde el balcon presidencial, 
lrnagfn,.se, una vaca en el balcon de la patria, que cosa mas inicua, 
que pa1s de mierda, pero se hicieron tantas conjeturas de como 
era posible que una vaca llegara hasta un balcon si todo el rnundo 
sabia que las vacas nose trepaban ••• " (p, 9). The "imag1nese" 
interrrupts the original narrator's account. The phrase "que 
pals de mierda" is a phrase frorn the General's voice, not cor-
responding to the narrator's language (and, as we note later, 
corresponding to the General's attitude about the country). 
This point 1n the narrative , noted here as the opening of point 
of view (transcending the limits of the narrator-discoverer) occurs 
in the same sentence already discussed as the one that changes 
from the original situation to pure recit. After this first 
opening of the point of view beyond the limits of the narrator-
discoverer, there are no more openings of first-person narrators 
(or "dialoguers") for two pages. On page 12 there is a similar 
use of short interruptions in the sentence by different char-
acters. From this point 1n the chapter the limits of knowledge 
have been opened and the use of other speakers is frequent. Later 
in the chapter, as the sentences lengthen, the extension of the 
communications by other speakers is extended. Thus, Patricio 
Aragones speaks directly to the General for 16 lines 1n one of 
the longer variations from the basic narrator, and the General 
himself has an extensive monologue of approximately a half page 
when he decides to take complete control of the government a.fter 
an assassination attempt _(pages J5-J6). This monologue by the 
General takes place, appropriately enough, at a point in the chap-
ter in which sentence length has been totally opened: it appears 
in a sentence of 106 lines (which follows the longest sentence 
of the chapter, 112 lines). The extreme limits of "opening" in 
the chapter take place in an approximate concomitant position 
in the chapter. 
The second chapter begins once more with a relatively 
"closed" narrative point of view of the narrator-discoverer. 
The first change in this point of view, an expansion beyond the 
limitations of this narrator, occurs in the same place that has 
been identified as the aperture on the other two levels, on the 
fourth and fifth pages of the chapter (pages 50-51). Here, the 
narrator changes his scope from a more general knowledge to the 
specific words of the General. The key sentence begins as follows 
(I quote it through the first change in point of view): 
Esta certidumbre parecia va.lida inclusive para el, 
pues se sabia que era un hombre sin padre como los 
despotas mas ilustres de !a historia, qul! el unico 
pariente que se le conocio y tal vez_el unico que 
tuvo fue su ma.dre de mi alma Bendicion Alvarado a 
quien los textos escolares ••• (my emphasis, p. 51) 
The "se sab!a" is exemplary of the level of communication I have 
identified as general knowledge-- that which everybody knows. 
Later in this sentence the first opening beyond the limits of 
this narrator and general knowledge is evidenced with the word 
"mi", either the words of the General or the narrator's imitation 
of his words. There are three other instances in this sentence 
that express a point of view beyond general knowledge. First, the 
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narrator states: ". • • a quien el proclamo por decreto matriarca 
de la pa.tria con el argumento simple de que madre no hay sino una, 
la m!a, una rara mujer de origen incierto ••• " (my emphasis, p. 51). 
Later in the same sentence there is the first longer opening of 
point of view in the chapter in the voice of the General's mother: 
"ni podia soportar que habia dicho en una fiesta diploma.tica que 
estoy cansada de rogarle a Dios que tumben a mi hijo, porque esto 
de vivir en la casa presidencial es como estar a toda hora con la 
luz prendida, senor, y lo habia dicho con la misma verdad natural 
con que un dia de la pa.tria ••• " (p. 51). At the end of the sentence 
there is another change to the words of the mother: " ••• y le grito 
que ya gue vas a pasar por ahi aprovecha para devolver estas bo-
tellas en la tienda de la esguina, pobre madre ••• " (p. JJ). While 
the emphasized words are the mother's, the last two words are the 
General's. From this point in Chapter II the narrative has been 
opened in terms of point of view, and the voices continue to vary 
as the chapter precedes, also becoming more frequent and lengthy. 
In accordance with the progressive nature of the structure 
as I am describing it, the openings in point of view occur at an 
earlier point in the third chapter than in the first two. The 
narrator-discoverer who begins the chapter has complete control 
of the narrative for only the first page. It has been noted that 
in the fourth sentence the chapter opens in sentence length (28 
lines) and into telling the story beyond the original situation: 
"El embajador Palmerston, uno de los ultimos diploma.ticos que le 
presento las cartas credenciales, contaba en sus memorias ••• " (p. 
89). It is also this fourth sentence that opens the narrative to 
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speakers other than the narrator-discoverer, this occurring 
on the second page of the chapter and in the words of Palmerston: 
"••• me dio razon de nada en alcabalas y oficinas y tuve que 
valerme de los leprosos y los parali.ticos que ya habi.an invadido 
las primeras habitaciones ... " (p. 90). Palmerston's voice con-
tinues for 18 lines: at this point in the novel the opening of 
point of view not only occurs earlier than in the previous chapters, 
but now there is an extensive opening from the beginning of the 
chapter. (We have noted that the initial openings were only short 
phrases before-- "mi madre Bendicion Alvarado"). The sentence ends 
with the words of the General: " ••• y diciendo con una voz de 
despertar dormidos que escuche ese tropel de mulos gue viene por 
alla, escuche mi guerido Stetson, es el mar gue vuelve ••• (my 
emphasis, p. 90). The sixth sentence, the longest of the chapter 
(207 lines), contains numerous changes in point of view, providing 
the perspective of unidenti.:fied people who were close to the General 
in the presidential palace, of Dionisio Iguaran, an_ extended mono-
logue by one of the General's lovers (pages 95-96), and of an old 
lady who tells his future and how he will die. 
The fourth chapter is structured quite similarly to the 
third, has approximately the same number of sentences, and does 
not change significantly the procedure noted in Chapter III. The 
chapter opens in length in the third sentence, this being 49 lines. 
With the fourth sentence, of 40 lines, the sentences begin to open 
the point of view, with short phrases in the voices of characters 
rather than the narrator-discoverer. Thus, on the third page of 
the chapter (page 131) a character says "adios" to the General, 
and later in the same sentence we note the short phrase ". • • al 
pasar con un panuelo bl~co, adios mi general, ~. pero el no 
o!a, no o!.a nada desde los lutos crepusculares ••• " (my emphasis, 
p. 131). From this point in the chapter, the "opening" sentence, 
it continues with at least short interruptions of the narration 
of the narrator-discoverer. This chapter contains one of the few 
extensive monologues or dialogues in which the General is the 
speaker. This expansion of point of view through the General's 
voice appears in approximately the same place in the chapter as 
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the most extensive expansion of the sentence length in the chapter. 
(This sentence appears near the end of the chapter, a point at which 
the sentences have been extended, and contains 149 lines, the 
third longest sentence of the chapter.) 
The opening of point of view, occurring on the second page, 
takes place at a point slightly earlier in Chapter V than in 
Chapter IV. The opening to pure recit has been noted in the 
fourth sentence (''Nos encontrabamos inermes ante esa evidencia ••• ") 
and this is the point at which the point of view opens beyond the 
narrator-discoverer: " ••• le planteabamos la urgencia de ordenar 
su herencia, pues decia que pensar en el mundo despues de uno 
mismo era algo tan cenizo como la propia muerte, gue caraio, ll 
al cabo cuando vo muera volveran los politicos a repartirse esta 
vaina como en los tiempos de los godos, va lo veran, dec!a ••• " 
(my emphasis, pp. 170-171). As this sentence continues, there 
are additional words from the General. This chapter also con-
tains another of the rare, long monologues by the General him-
self (lJ lines on pages 201-202), It is significant in both the 
theme and structure: (l) the subject of this monologue is his 
" " b" t mar, an o Jee very im?°rtant to the General's power, as will 
be explained in more detail later, (2) as in the extensive mono-
logue 1n the previous chapter, it occurs near the end of the 
chapter where the length of the sentences is extended, and in the 
second longest sentence of the chapter (214 lines). 
The last chapter carries the progressive nature of the 
structure to its extreme by opening to pure recit on the first 
page and extending the sentence to cover the entire chapter. The 
use of varied narrative voices also takes place earlier than be-
fore, beginning immediately after the first page of the chapter: 
" ••• un teniente que iba de puerta en puerta ordenando cerrar las 
pocas tiendas, que empezaban a abrirse en la calle del comercio, 
hoy es feriado nacional, gritaba ••• " (my emphasis, p. 220). 
other brief changes in narrative voice follow on the same page 
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and immediately thereafter. In this chapter a monologue by the 
General is of some 20 lines, interrupted briefly by another dialogue 
(pages 234-235).· This section attempts to justify his power and 
success as dictator. The variety of narrative voices present in 
this one-sentence chapter makes this chapter the most complex 
yet. These voices appear more frequently and are more extensive 
than in the previous chapters. At the beginning of the chapter 
the first extensive change in point of view is in the words of an 
adolescent girl he seduces, an act described by her in a monologue 
of 27 lines (page 222). The second monologue is by another of his 
lovers on the following page. It also describes the General's 
sexual desires through the point of view of a woman, a monologue 
of 19 lines (p. 223), After this, and throughout the chapter, 
there are numerous short dialogues by the General: "ni de vainas 
mi querido Stevenson, todo menos el mar" (p. 224); "que me ca.go 
en el rey de Landres, primero muertos que vendidos" (p. 225); 
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"mi querido Baxter, primero muerto que sin mar" (p. 225); "contigo 
en los establos, mi nina, con tus teticas de corozo y tu cosita 
de almeja" (p. 225), The next speaker is another adolescent 
girl who reveals in detail to the General her recruitment as one 
of his prostitutes (pages 226-227), Without discussing all the 
speakers of the remainder of this chapter in detail, they are: the 
General (numerous monologues and dialogues); Jose Ignacio Saenz 
de la Barra; unidentified officials close to the General (p. 248); 
unidentified citizenry (p. 251); el comandante Kitchener (p. 2.54); 
el consul MacdoMal (p. 2.54); Bendicion Alvarado (p. 255); el 
embajador Kippling (p. 257). It also has been pointed out that 
these changes in speakers take place on every page of this chapter 
after the first • 
One function of this use of point of view is to provide a 
more complete characterization of the General, which, in turn, 
is responsible for humorous effects in this characterization. 
One common technique is the use of emphasis on the General's 
omnipotence (usually the "exterior" view of the General) in con-
trast with his fundamental simplicity (usually the "interior" view 
of him). In terms of power, it is expressed from the first page 
as something intangible but perceived by all under the General's 
rule: 
Fue como penetrar en el ambito de otra epoca, porque el aire era mas tenue en los pozos de escombros de la 
vasta guarida del poder, y el silencio era mas anti~o, 
y las cosas eran arduamente visibles en la luz decrepita. 
(p. 5) 
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A similar expression of the generalized perception of the General's 
power is suggested when the narrator-discoverer states: " ••• y sin 
embargo sabiamos que el estaba a.hi, lo sabiamos porque el mundo 
seguia, la vida seguia ••• " (p. 9). Later, the narrator-discoverer 
reveals the generalized perception of his power by professing to 
believe in the General's power to order the trees to give fruit: 
••• el poder no era todavia el legamo sin orilla 
de la ~lenitud del otono sino un torrente de fiebre 
que veiamos brotar ante nuestros ojos de sus manantiales 
primarios, de modo que bastaba con que el senalara con el 
dedo a !os a.rboles que debian dar frutos i a los animales 
que debian crecer ya los hombres que debian prosperar ••• 
(p. 93) 
As this passage suggests both in its content and style, in the 
"exterior" and distanced view the General is a God-like figure. 
He makes a similarly God-like gesture to control nature and restore 
order after a storm (narrated from the point of view of the 
citizenry "we"): 
••• vimos los ojos tris!es, !os labios mustios, la 
mano pensativa que hacia senales de cruces de bendicion 
para <lue cesaran las lluvias y brillara el sol,~y de-
volvio la vida a las gallinas ahogadas, y ordeno que 
bajaran las aguas y las aguas bajaron. (p. 104) 
Similarly, later in the same chapter he orders that the direction 
of the flow of a river be reversed and his order is fulfilled (p. 
109). 
The inside view of the General and his power supports this 
God-like characterization, and also creates humor by showing the 
pettiness of his conception of power (in contrast with the gran-
diosity of the God-figure), and his paranoia and puerility• Once 
the first chapter has opened beyond the generalized view, an 
omniscient narrator rev~als the General's God-like understanding 
of his capacity to decide "destiny": "Antes, durante la ocupacion 
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de los infantes de marina, se encerraba en la oficina para decidir 
el destino de la patria ••• " (p. 12). When he justifies the assas-
sination of officials who betray him, he does so with a God-like 
expression of being their creator: "me sirven para aumentar el gasto 
de leche ya la hora de las vainas se cagan en el plato en que acaban 
de comer, yo que los par{ a todos, carajo, me los sague de las 
costillas ••• " (my emphasis, p. 116). When there is an attempted 
coup, the General perceives it as an attempt to replace him as 
God 1 ". • • y todav!a quer!an mas, carajo, quer!an ser yo, malparidos ••• " 
(p. 124). Similarly, he scolds other potential traitors in a God-
like manner: " ••• tu a quien saque de la nada, tu a quien puse a 
dormir en cama de oro despues de haberte encontrado por los suelos, 
tu a quien salve la vida, tu a quien compre por mas dinero que a 
cualquiera, todos ustedes, hijos de la mala madre ••• " (p. 154). 
When he agrees to pay a bill his wife has incurred with local 
merchants, their perception of him is of a God figures "Era tanto 
como decir que le cobrara a Dios, porque nadie sab!a desde entonces, 
si el exist!a a ciencia cierta ••• " (p. 185) 
In contrast with this God-like power he manipulates both in 
the view of the citizenry and in his own self-esteem, the inside 
view often emphasizes his pettiness and puerility. Throughout 
the novel the General carefully and repetitively locks his elab-
orate combination of "los tres aldabas, los tres cerrojos, los 
tres pestillos" in his room, underlining his extreme paranoia. 
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In contrast with his God-like sureness, his confidant Rodrigo de 
Aguilar is the only person "authorized" to defeat him in dominoes 
(p. 17). His simplicity contrasts with his grandiosity. The sim-
plicity is tru;t part of his characterization not revealed by the 
narrator-discoverer. The General is revealed as such after the 
point of view has opened to other speakers beyond the voice of 
the citizenry. In the first chapter, after the narrative opens 
beyond the narrator-discoverer, an omniscient narrator explains 
that the General watches over the milking of cows daily in order 
to measure the exact amount of milk that the presidential carts 
are to carry to the city, providing a humorous contrast with the 
grandiose figure seen by the citizenry, and even with the interior 
view of himself as a God-figure. When the General decides to locate 
his love, Manuela Sanchez, his search for her resembles an adoles-
cent experience: he searches for her in the neighborhood, ner-
vously asks different people for directions to the home of the 
girl he describes, and after introducing himself to her mother, 
waits anxiously in the living room while her mother knits. 
His characterization as a child-figure takes place from the 
beginning of the novel when he is described as a "nino decrepito" 
(p. lJ). At one point he returns home with packages and excitedly 
opens and plays with his live siren in an aquarium, a wind-up angel, 
and a giant shell, commenting "que vainas tan be=a.cas, madre ya 
ve que bueno es no ser pobre" (p. 55). In general, the relation-
ship between the mother and son tendsto be a mother-child relation-
ship. For example, she nags him about his health and tells him that 
he must stay at home for dinner one evening: "te estas volviendo 
t!sico de tanto pensa.r sin alimentarte bien, quedate a comer esta 
noche, le suplico, tratando de seducirlo con la tentacion de la 
galllna estrangulada que sosten!a.con ambas manos para que nose 
le escapara en los estertores de la agon!a, y el dijo que esta 
bien, madre, me quedo" (p. 105). The mother-child relationship 
is apparent when she gives her final instructions from her death-
bed: 
••• que no desplumaran-a los pavo=eales para hacer 
sombreros, s! madre, dec!a el, y le daba una mano 
de creolina por todo el cuerpo, que no obliguen a 
cantar a los pajaros en las fiestas, s! madre, y la 
volv!a en la sabana de dormlr, que saquen las gallinas 
de las nidos cuando este tronando para que no empollen 
basiliscos, s! madre ••• (p. 1J7) 
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After his mother's death he. marries Leticia Nazareno and she assumes 
the mother role, As such she teaches him to read and write, and 
the important factor is the infantile methodology she uses for 
him: he recites songs like "el tilo en la tuna el lilo en la tina 
el bonete n!tido" for pronunciation practice, and must recite "con 
jota se ascribe jengibre jofalna y jinete". 
The technique of contrasting the exterior and interior views 
of the General is particularly effective in certain passages in 
which a particular anecdote changes from the exterior to the interior 
view within one sentence. For example, an attempted assassination 
is foiled by the General when, as the potential assassin holds him 
at gunpoint, the General confronts him and screams: "atrevete cabron, 
atrevete", and when the assassin hesitates, the General attacks him, 
calls his guards, and o:i:ders the victim tortured. After the nar-
ration of this anecdote by an omniscient narrator {with occasional 
interjections by the General), the story is completed by providing 
a.t the very end of the sentence the interior view (that those 
who sa.w him a.ct were not a.ware of): " ••• desa.pa,recio en la. 
sa.la. de a.udiencias como un relampago fugitivo ha.cia. los a.posentos 
privados, entro en el dormitorio, cerro las tres a.lda.bas, los 
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tres pestillos, los tres cerrojos, y se quite con la. punta. de los 
dedos los pantalones que lleva.ba ensopados de mierda." (my emphasis, 
p. 12)). Until the narrator reveals the General's reactions in 
the la.st three words, the reader's view has been exterior and 
similar to the people observing the General's actions. The la.st 
three words provide the interior contrasting characterization of 
the General and thus creates humor. A similar technique is em-
ployed when Leticia. Nazareno seduces the General. After the long 
process of the seduction, the narrator continues: 
••• a.turdido por las a.nsia.s de sus rinones, la ristra. 
de peta.rdos de sus tripas, el desga.rra.miento de muerte 
del tentaculo tiemo que le arranco de cua.jo las 
entra.iias y lo convirtio en un animal degollado cuyos 
tumbos a.gonicos salpica.ba las saba.nas nevada.s con una. 
ma.teria. a.rdiente y a.gria que pervirtio en SU memoria. 
el a.ire de vidrio llquido de la. ta.rde de lluvia.s 
radiantes del mosqui tero, pues era. mierda., general, 
su propia. mierda.. (p. 168) 
The point of view is technically the General's in the first part 
of the quote: he is sitting in the "ma.teria. a.rdiente" unaware of 
his exact situation. The reader is at this point equally limited. 
Then there is a. change in scope and the reader, like the General, 
becomes a.ware that he is sitting in his own feces. The effect of 
the anecdote is achieved through the change in point of view a.t 
the end, revealing the Genera.l's character more completely. 
The fourth, and final, level of aperture is the opening 
to a. "seen" reality. Or it could be stated that this fourth 
level is an opening of the dimensions of reality in the novel. 
Each chapter begins wit~n defined limits of reality-- that which 
can be seen. Then, the chapters open to beyond what can be seen. 
The reader experiences this manipulation of visible and invisible 
reality in conjunction with the other three levels of aperture 
discussed. 
In the first scene of the novel vultures are entering the 
presidential palace. The first suggestion that the General is 
dead is thus provided by visual means. From this sentence and 
throughout the novel, it becomes apparent that only that which is 
seen may be believed: the General, the citizenry and the reader 
learn to believe only what they can see. This problem of visible 
and invisible reality is fundamental to the main theme of the 
novel-- the General's power-- and to the reader's experience. 
After the description of the vultures, the overtly visible 
sign of death, the narrator-discoverer emphasizes the importance 
of what he can ~: " ••• y las cosas eran arduamente visibles en 
6 la luz decrepita" (my emphasis, p. 5). He follows with an 
elaboration of his realm of the visible: 
A lo largo del primer patio, cuyas baldosas 
habian cedido a la presion subterranea de la 
maleza, vimos el reten en desorden de la guardia 
fugitiva::-:--Vimos el galpon en penumbra ••• vimos 
en el centre del patio la alberca. • • vimos en el 
fondo la antigua caballeriza de los virreyes 
transformada en cochera, y entre las camelias 
y las parimposas ••• (my emphasis, pp. 5-6) 
After this enumeration they move to another patio and the nar-
rator-discoverer describes the physical surroundings. They enter 
the "casa civil" and then the narrator-discoverer reiterates once 
more what they can sees 
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••• y desde el primer vest!bulo hasta los dormitorios 
privados las oficinas y las salas impa.vidas ... 
las oficinas. • • cuadros heroicos. • • vimos 
un comedor comido_por las vacas, •• abando~. 
jaulas de pa.jaros colgadas por todas pa.rtes ••• 
Y por las ventanas. • .• los crateres muertos ••• 
(my emphasis, p, 7) 
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The final use of the verb "ver" at the beginning of the chapter 
takes place when they discover the General's corpse: " ••• y all! 
a el, con el uniforme de llenzo sin insignias, las polainas, 
la espuela de oro en el talon izquie:rdo, •• " (p. 8). Appropriately, 
upon describing this visible image of the General, the narrator 
opens to beyond what this narrator can see-- the point of aperture 
in the chapter. In the next sentence after the description of the 
General, for example, the conjugated verbs are "comprender" ("com-
prendimos" p. 8), and "saber" ("sab!amos" on pp, 8 and 9). The 
narrative changes from what can be seen to what is understood, 
to what is known, and to what has been related ("alguien hab1a 
contado que,,." p, 8). 
The first sentence of the second chapter has as its actual 
theme the problem of the visible versus illusion, thus discussing 
the experience of living under the General's power and the process 
elaborated by the novel's structure: 
La segunda vez que lo encontraron carcomido por 
los gallinazos en la misma oficina, con la misma 
ropa. yen la misma posicion, ninguno de nosotrC?s 
era bastante viejo para recordar lo que ocurrio 
la primera vez, pero sabiamos que ninguna evidencia 
de su muerte era terminante, pues siempre hab!a otra 
verdad detra.s de la verdad. Ni siquiera los menos 
prudentes nos conforma.bamos con las apariencias ••• 
(p. 47) 
After the discussion of this theme, the narrator-discoverer 
once more describes the experience of entering the palace by 
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relating exclusively what he sees, " ••• vimos un sillon de mimbre 
mordisqueado por las vac~s ••• vimos estuches de pinturas de agua ••• 
una tinaja ••• " (my emphasis, p. 48). Then he describes what 
is seen in Leticia Nazareno's bedroom (p. 48). When they enter the 
General's bedroom the actual verb employed is "encontrar" ("encontramos" 
p. 49), rather than "ver", but the emphasis remains on the tangible. 
At this point in the chapter the focus changes from what is actually 
seen to that which has been sa.id: "Ambos uniformes era.n dema.siado 
pequeiios para. el cadaver, pero no por eso descartamos la. posibilida.d 
de que fueran suyos pues tambien se diio en un tiempo que el habia. 
seguido creciendo hasta los cien aiios ••• " (p. 49). The "se dijo" 
communicates generalized belief rather than the visible. The 
next sentence communicates official written versions a.bout the 
General ("los textos oficia.les ••• lo referia.n como un pa.triarca. ••• " 
p. ,50). Along these same lines, the sentence that follows these 
two describes what is thought about him, again in general terms, 
"Aunque todo rastro de su origen habla desa.parecido de los textos, 
se pensaba. que era un hombre ••• " (p. 50). The change from the 
visible to the generalized dimension of reality (in this ca.se, 
the characterization of the General) indicates the aperture in 
the chapter. 
By the third chapter the opening occurs earlier, taking 
place on the first pa.ge of the chapter (as has been noted on 
the other three levels of aperture). The verb "ver" is not 
employed, but, as has been noted in the previous chapter, the 
use of the verb "encontrar" functions similarly, indicating 
something that is definitely ta.ngi ble. The narrator-discoverer 
describes the General they find in the first sentence of the 
chapter: " y asi volvimos a encontrarlo muches anos mas 
tarde en una epoca de tantas incertidumbres que nadie podia 
rendirse a la evidencia de que fuera suyo a.quel cuerpo senil 
carcomido de gallinazos y plagado de parasites de fondo de mar" 
(p. 90). The second sentence also describes the strictly visible: 
En la mano amorcillada por la putrefaccion no 
quedaba entonces ningun indicio de que hubiera 
estado alguna vez en el pecho por los desaires 
de una doncella improbable de los tiempos del 
ruido, ni habiamos encontrado rastro alguno de 
su vida que pudiera conducirnos al establecimiento 
inequivoco de su identidad. (my emphasis, p, 89) 
The next sentence changes the focus from the visible; the nar-
rator explains what it like ("No nos parecia insolito ••• "), 
and what they doubted ("habia motives para dudar"). By the last 
sentence of the first page, the communication is based more 
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on general knowledge ("contaba"). From this point in the chapter 
there is no further focus on the visible observations of the nar-
rator-discoverer. The aperture takes place at the same point noted 
in the other levels of this chapter. 
The first sentence of the fifth chapter refers to the problem 
of the visible General versus the invisible General, the latter 
being the one that has been imagined, the one that has been created 
through general knowledge, i.e. "se dice", "se contaba", etc1 
Poco antes del anochecer, cuando acabamos de 
sacar los cascarones podridos de las vacas y 
pusimos un poco de arreglo en a.quel desorden 
de fabula, aun no habiamos conseguido que el 
cadaver se pareciera a la imagen de su leyenda. 
(p. 169) 
In this particular case the narrator-discoverer is in the presence 
of the visible General, but an attempt is being made to change him 
so he will correspond to the reality that has superseded the 
real and tangible-- his legend. The second sentence involves the 
actual physical process through which they attempt to reconcile 
these two realities. The theme of the visible versus the in-
visible reality is abandoned by the third sentence and the chap-
ter opens beyond this problem to a meeting of officials after 
the.General's death. 
As has been observed in previous chapters, the last chapter 
uses as its point of departure the theme of the visible General 
versus the popular legend, The first words of the first line 
emphasize his visual image: "Ahl estaba, pues, como si hubiera 
sido el aunque no lo fuera ••• " (p, 219), At this point the theme 
of the visible versus the invisible has become problematical1 it 
appears to be the General even if it is not, and it is impossible 
to make any definitive statement concerning the matter. Later in 
the first page there is another direct reference to the problem of 
the visible versus the invisible General, in this case affirming 
the importance of the visible within this fictional world: 
••• con el fragoroso uniforme de gala y las polainas 
de charol y la unica espuela de oro que encontramos en 
la casa y los diez soles tristes de general del universe 
que le impusieron a ultima hora para darle una jerarquia 
mayor que la de l~ muerte, tan inmediato y visible.en su 
nueva identidad postuma que por primera vez se podia 
creer sin duda alguna en su existencia real ••• (my emphasis, 
p. 219) 
By this last chapter the characterization of the General only 
affirms the observation made concerning the reiteration of the 
verb "ver" in the beginning chapters of the novel: only the visible 
offers the possibility of being believable, although it certainly 
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does not guarantee credibility, Toward the end of the first 
page the narrator expl~s the action: " ••• en el salon contiguo 
del consejo de gobierno discutiamos palabra por palabra el boletin 
final con la noticia que nadie se atrevia a creer •• ," (p, 219). 
The actual subject of their discussion is beyond the immediately 
tangible and visible, but nevertheless the problem being discussed 
is reality versus illusion concerning the General: they cannot 
believe ("nose atrev!an a creer" p, 219) that he is dead. At 
approximately this point, however, the chapter opens beyond both 
the visible and the theme of the visible versus invisible Generali 
the immediate focus is on what is heard ("cuando nos desperto el 
ruido" p. 219) and on the next page the naxrative focusses on 
other characters (based on what they have seen or heard). 
This fourth level of the novel's basic structure is fun-
damental not only because the novel's experience is based largely 
on the manipulation of the visible and the invisible, but also be-
cause the General controls power and the image he projects 1n terms 
of the extent to which he manipulates what is visible, Thus, there 
is a correlation between characterization and character and also 
between theme and technique. When the General actually sees his 
own death (that of his double) 1n the first chapter, the experience 
changes him profoundly. This experience is described through the 
repetition of the verb "ver": 
••• contemplando el cortejo que desfil~ba en tor110 
de su cadaver, y por un instan~e olvido los propositos 
turbios de la farsa y se sintio ultrajado y disminuido 
por la inclemencia de la muerte ante la majestad del 
poder viola vida sin el, vio con una cierta autoridad, 
vio c~n ""'ima quietud. , • !12 aun anciano que le hizo un 
-;;Iudo .. , vio un hombre enlutado,.. !12 una colegiala 
que le pus~a flor, !12 una vendedora •• , (my emphasis, p • .32) 
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As the reiteration suggests, the profundity of the experience 
is based on the fact tha:t, he death. Just as death becomes 
a reality for the General after seeing it, he confides only in 
reality as he can see it, and becomes a victim of the circumstances 
he has created through his power. When he falls in love with 
Manuela Sanchez, he attempts to attract her with the visible 
manifestations of his power: " ••• pues solo sabia manifestar sus 
anhelos mas intimos con simbolos visibles de su poder descomunal. •• " 
(p. 79). Logically, the maximum gift far his maximum love, then, 
is the most impressive visual spectacle possible. Thus, the most 
valuable gift for Manuela Sanchez is a comet he presents to her: 
yo· te traigo el regale mas grande del universe, 
un prodigio del cielo que va a pasar esta noche a las 
once cero seis para que tu lo veas, reina, solo para 
que tu lo veas, y era el cometa. (p. 82) 
The manipulation of power is determined by his ability to 
control the visible and the invisible. After a potential assas-
sin fails to kill the General, the latter not only orders him put 
to death, but more significantly in the context of the General's 
understandillg of the importance of the visible, he orders that the 
different parts of the assassin's body be exhibited throughout 
the country, thus providing a visible manifestation of the con-
sequences of questioning the General's power. When he feels the 
necessity of exerting maximum control over his power, he must 
visibly observe its functioning. This explaills, for example, 
the General's humorous desire to oversee the milking of his cows 
each morning. On the other hand, when his power is threatened 
by the church (it denies his mother saillthood), the General takes 
direct control of the situation, declares "civil sainthood" for 
his mother, and, given the seriousness of the situation, visibly 
oversees the functioning of his orders: 
y el mandaba, que restaura las carreras de 
sacos y el mandaba, de acuerdo, y aparec!a en 
los ranchos mas m!seros a explicar como deblan 
echarse las gallinas en los nidos y como se castraban 
los terneros, pues nose hab!a conformado con la 
comprobacion personal de las minuciosas actas de 
inventarios de los bienes de la iglesia sino que 
dirigio las ceremonias formales de expropriacion 
para que no quedara ningun resquicio entre su 
voluntad y los actos cumplidos ••• (p. 161) 
He must~ the important orders fulfilled. In one description 
of the General,he is described as most content and placated when 
he has a complete view of his kingdom through his window. He 
feels in complete control of his power when he can observe it: 
••• tenia a la derecha una ventana grande y abierta, 
tambien con mallas metalicas, a traves de la cual 
se vela la ciudad entera y todo el cielo sin nubes 
ni pa.jaros hasta el otro lado del mar, y yo sent! 
un grande alivio porque else mostraba menos 
consciente de su poder ••• (p. 188) 
Similarly, he considers himself less responsible for events he 
does not see. Thus, he feels no compunction in ordering the 
assassination of two thousand children because he does not ob-
serve the actual massacre, and the brutal workings of Saenz de la 
Barra are of relatively little consequence to the General because 
they are covert. Being aware of the importance of the visible, 
one of the General's officials suggests that Saenz might be 
stopped if there were some way the General could be made to 
the events taking place: 
• • • que cad.a vez que se enteraban de un nuevo 
acto de barbarie suspiraban para adentro si el 
general lo supiera, si pudieremos hacerselo saber, 
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si hubiera una manera de verlo, y el ordeno a 
quien se lo habia contado que no olvidara nunca 
que de verdad yo nose nada, ni he visto nada, 
ni he hablado de estas cosas con nadie, y asi 
recobraba el sosiego ••• (my emphasis, p. 233) 
The question of the visible and the invisible and its 
relation to the novel's main theme, power, is elaborated through 
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the 'presence of the sea ("mar") in the novel. As the General's 
maximum visible object, his "best view", the "mar" is his most 
treasured possession. The "mar" is first mentioned in the first 
chapter when, after a reiteration of "ver", the narrator-discoverer 
terminates a sentence on the third page of the novel as follows: 
"vimos los crateres muertos de asperas cenizas de luna de la llanura 
sin termino donde habia estado el mar" (p. 7). Early in the novel 
a reference to the "mar" seems inexplicable. \{!thin the context 
of the entire novel and the General's concept of power, however, 
it is understood that since the General conceives of his "mar" as 
being lost, it is naturally perceived as such by the citizenry 
that is totally indoctrinated and engulfed in his power. In the 
first chapter the "mar" also becomes closely associated with his 
window, and from this point his window and his "mar" are inseparable 
in the novel. Technically, the close association of the two is 
established from the beginning with the use of the preposition 
"de": "oyo por la ventana abierta del mar los tambores lejanos 
y las taitas tristes ••• " (my emphasis, p. 25). Later in the same 
chapter there is another association of the window to the "mar": 
" ••• alguien le iba mostrando con el dedo en la vitrina del mar ••. " 
(p. 43). On the same page there is a full-page enumeration of 
what the General observes from his window to the "mar": "• • .habia 
visto su hospital de t!sicos ••• habla visto el mercado infemal ••• 
hab!a visto las vacas ••• _habia visto el agosto ••• " (p. 4J). Also 
1n this chapter, after the General reestablishes absolute control 
of the ·country (after his "first" death), and subsequently feels 
secure once more 1n his position, he opens his windows to the 
"mar"s " y se derribaron tantas paredes para aumentar el 
mundo y se abrieron tantas ventanas para ver el mar ••• " (p. 41). 
From this point in the novel the "mar" and the window (or "su 
mar" and "su ventana" in the possessive) represent his maximum 
values,so that whenever he finds himself 1n difficulties he 
goes to his window. When he condemns some political prisoners 
to death, international pressure is put upon him to annul the 
order. In such moments of crisis, he contemplates from his 
window: " ••• de acuerdo, dijo el, contemplando desde la ventana 
del dormitorio la hoguera nocturna en la ensenada del puerto 
lllientras los dos condenados a muerte empezaban a vivir la noche 
de sus v!speras ••• " (p. 206). As he gradually loses control of 
his power he goes to the window more often. At the end of Chapter 
V, decrepit and in his one-hundredth year of power, he goes to 
his window and watches the sea through his window, seelllingly 
observing his own loss of power: " ••• iba viendo al pa.sar el 
lllismo mar por las ventanas, •• " (p. 216). By this point the image 
of the "mar" suggests power. 
His window, his "mar" and his power become so intimately 
associated that the General insists upon maintaining possession 
of his window and "mar" as persistently as he does in maintaining 
his power. As he is in the process of losing his power, he is 
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ada.ma.nt about not losing his "mar". In one of his long dialogues 
to an ambassador, the General defends his position concerning the 
"mar": 
•• :tratando de explicarle que podia llevarse todo lo_que q_uisiera menos el mar de mis ventanas, imag1.nese, que haria yo solo en esta casa tan grande si no !'lldiera verlo ahor~ com~ siempre a esta hora como una cienaga en llamas, que haria sin los vientos de diciembre que se meten ladrando por los vidrios rotos ••• y no crea usted que lo hice por el patriotismo que dice el diccionario, ni por espiritu de aventura, ni menos porque me importaran un carajo los principios federalistas que Dios tenga en su santo reino, no mi querido Wilson, todo eso lo hice por conocer el mar, •.• (p. 201) 
He has a similar response for Ambassador Stevenson: "todo menos 
el mar" (p. 224). When another ambassador attempts to make a 
deal, the General refuses again and contemplates: " madre mia 
Bendicion Alvarado mira que gringos tan barbaros, como es posible 
que solo piensen en el mar para comerselo ... " (p, 243). The sign 
that the General has lost his power is the selling of his "mar" 
at the end of the novel: 
••• les concedi el derecho de disfrutar de nuestros mares territoriales en la forma en que lo consideren conveniente a los intereses de la humanidad y la paz entre los pueblos, en el entendimiento de que dicha cesion comprendia no solo las aguas fisicas visibles desde la ventana de su dormitorio hasta el horizonte sine todo cuanto se entiende por mar en el sentido mas amplio, o sea la fauna y la flora propias de dichas 
aguas ... (p. 249) 
The General has lost his maximum view and everything that had 
significance in his life: " •• , se llevaron todo cuanto habia 
sido la razon de mis guerras y el motive de su poder., •" (p. 249) 
The four levels of the novel's basic structure as it has 
been described are functional in the elaboration of the novel's 
themes. The opening of the original situation into pure recit 
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provides a complex characterization of the General not limited 
by traditional subordina~ion of the narration to the requirements 
of space and time, The latter are subordinate, in El otoiio del 
patriarca, to the act of narrating itself. The opening of the 
sentence supports this first opening technically, and is a specific 
device that provides for a progressively more elaborate recit. 
The opening of point of view provides for a multiplicity of 
visions of the General and thus is significant not only in the 
complexity and completeness of the characterization of him, but 
also in establishing the novel's tone-- the humor that is im-
portant to the experience of the novel. On the final level, the 
opening of a seen reality into a confluence of the visible and 
invisible makes the experience of the novel similar to the prin-
cipal theme it elaborates: the illusion and reality of power, 
To a considerable extent, the universalization of this theme 
through narrative technique make it experience for the reader. 
The theme of power can also be appreciated universally 
because of its close relationship to the mother archetype, This 
archetype serves to define the characterization, character, and 
actions of the General. Eric Neumann has proposed that ". , • man 
possesses an inner, though primarily unconscious, experience of 
woman •• ,",? Neumann maintains that the mother archetype, being 
constantly present in the human psyche, is expressed in the images 
he creates, such as writing. 
The predominant female character in the novel is the mother-
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figure herself, the General's mother. His mother is first men-
tioned in the novel after one of the General's unsuccessful at-
tempts at malq.ng love. The narrator notes that, after this failure, 
the General finds consolation in his sureness that he is loved by 
the citizenry of his country: " ••• cantaba, tan seguro del amor 
de su pueblo en aquellos octubres sin malos presagios que colgaba 
una ha.ma.ca en el patio de la mansion de los suburbios donde viv!a 
su madre Bendicion Alvarado y hac!a siesta a la sombra de los 
ta.ma.rindos ••• la patria es lo mejor que se ha inventado, madre, 
suspiraba ••• " (p. 22). In this anecdote we note first the General's 
failure with the woman. We also observe his first reaction to 
this failure-- the creation of a certain illusion of love based 
on his position of power in the country. And we note the reference 
to his mother: she is first mentioned in the context of his failure 
at love and the security he finds in his country (as he explains 
while lying securely in his hammock near his mother). She is 
also established in the first chapter as the person to whom the 
General laments when faced with difficulties: " ••• pensando madre 
m!a Bendicion Alvara.do si supieras que ya no puedo con el mundo, 
que quisiera largarme para nose donde, madre, lejos de tanto 
entuerto ••• " (p. 25). After establishing this basic relationship 
with his mother in the first chapter, the General uses her name 
in numerous other instances in which.he encounters the necessity 
of imploring her seemingly absolute power. This "absolute power" 
suggests the God-figure she thus becomes in the characterization 
(or, as Neumann calls it, the Mother-Goddess). When he is in need 
of the boldness to approach Manuela Sanchez's house, for example, 
he says a type of prayer to his mother as God-figure: 
•:· una casa de pobre tan diferente de Manuela 
Sanchez en la poltrona de los virreyes que costaba 
trabajo cre~r que fuera esa, pero era esa, madre 
m!a Bendicion Alvarado de mis entraiias, dame tu 
fuerza para entrar, ••• (my emphasis, p. 76) 
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The importance of this type of prayer in this particular instance 
is appreciated through the importance of Manuela Sanchez to his 
life. Besides not being able to control love with his power, he 
cannot control death, and he becomes obsessed with the predicted 
death of his wife Leticia Nazareno. In this situation the General 
once more.prays to his mother in a biblical-like language: 
••• los desped!a con senales de conjure desde 
un baleen interior rogando madre m!a Bendicion 
Alvarado protegelos, haz que las balas reboten 
en SU corpino, amansa el laudano, madre, endereza 
los pensamientos torcidos ••• (p. 198) 
After the assassination of his wife and son, his mother is again 
characterized through him as a God-like figure: " ••• pero permanecio 
en la hamaca sin traslucir ni una luz de su mallcia rogando madre 
m!a Bendicion Alvarado dame vida para este desquite, no me 
sueltes de tu mano, madre, insp!rame ••• " (p. 204). Such sup-
plications are common in the novel. 
As has been suggested earlier, his mother is characterized 
as a mother-figure by emphasizing the General as a son, even when 
he is an adult. For example, when the General attempts to seduce 
the maids, his mother makes birds sing so that her son's actions 
are hidden, and the maids defend themselves by threatening to 
report him to his mother as if he were a small child: 
• • • pero su madre lo sent!a correteando a las 
sirvientas en la penumbra de los dormitories, 
y era tanta su pena que alborataba a los pajaros 
en las jaulas para que nadie se diera cuenta de 
las penurias del hijo, los hacia cantar a la fuerza 
para que los vecinos no sintieran las ruidos del asalto 
el probio del forcejeo, las amenazas reprimidas de que ' 
se quede quieto mi general o se lo digo a su mama ... 
(p. 5J) 
After the death of his mother, when he is married to Leticia 
Nazareno, the relationship remains fundamentally the same, only 
with Leticia Nazareno now fulfilling the role of mother-figure. 
When she first seduces him, she orders him with a mother-like 
authority: " ••• le indicaba con voz de madre en la oscuridad que 
te agarres fuerte de mis hombres ... " (p. 165). While with Leticia 
in this scene, the General a.gain uses his prayer-like supplication 
to his mother, and he himself even formulates an analogy between 
Leticia and his lllOther: " ••• y el hac1a lo que ella indicaba con 
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una obediencia pueril pensando madre mla Bendicion Alvarado coma 
carajo haran las mujeres para hacer las cosas coma si las estuvieran 
inventando ••• " (p. 165). Here he equates Leticia's movements with 
his mother's actions. When Leticia is educating her son,she handles 
the General in exactly the same manner. She even cleans and scolds 
him as such: " ••• y le daba nalgadas de madre tierna por tu mal 
comportamiento con el ministro de Rolanda, plas, plas ••• " (my 
emphasis, p. 176). Several such anecdotes tend to make the General 
and his son equals both in their character and in their relationship 
to Leticia as the mother-figure, 
Except for the General's dependency upon his mother or 
mother-figure, he is afraid of women. Taking into consideration 
the fundamental puerility in his characterization, his relationship 
with his mother, and his fear of women, these factors co=espond 
exactly to what Neumann proposes is a fundamental archetype: 
Here the profoundest experience of life combines 
with human anxiety -to form an archetypal unity. A 
male immature in his development, who experiences 
himself only as male and phallic, perceives the 
feminine as a castrator, a murderer of the phallus. 
The projection of his own masculine desire and, on a 
still deeper level, of his own trend toward urobic in-
cest, toward voluptuous self-dissolution in the primordial 
Feminine and Motherly, intensifies the terrible character 
of the Feminine. (p. 171) 
The first suggestion of the General's perception of this "terrible 
character of the Feminine" is noted in the first chapter when the 
General seduces one of his concubines without undressing her or 
himself. He accosts one of his maids "sin desvestirla ni des-
vestirse turbado por las ansias de fugarse de la gloria inasible 
de este martes nevado de mierdas verdes de animales dormidos ••• " 
(p. 114). In accordance with the General's evaluation of the 
visible and this always distanced intimacy, he chooses Leticia 
Nazareno as his wife from a line of nude women he assembles for 
observation. Two distant looks at her suffice for him to make 
this decision. Some of the General's failures with women are 
revealed from the feminine point of view. One of these women 
takes the role of the consoling mother-figure after he fails at 
love-making: 
••• y se solto a llorar con unas lagrimas de orin 
caliente de huerfano gra.nde y so}o, llo~d~ con 
una afliccion tan honda que no solo senti lastima • 
por el sino por todos los hombres del mundo y empece 
a rascarle la cabeza con la yema de los dedos Ya 
consolarlo con que no era para tanto general ••• (p. 100) 
The characterization also relates the General's life and 
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actions to imagery associated with the mother-figure as vessel 
imagery. For Neumann, such imagery represents the archetype of the 
mother-vessel. In defining the actual symbolism of the feminine 
archetype, Neumann points out the importance of the symbol of 
the vessel, 
This central symbol is the vessel, From the very 
beginning down to the late stages of development 
we find this archetypal symbol as essence of the 
feminine. The basic symbolic equation woman-body-
vessel corresponds to what is perhaps mankind's--
man's as well as woman's-- most elementary experience 
of the Feminine. (p. 39) 
Neumann adds: ''For obvious reasons woman is experienced as the 
vessel par excellence" (p. 42). 
The General's close relationship with his mother emphasizes 
the tendency to maintain contact with the vessel Newna.nn calls the 
"original paradise"-- the mother's womb. Besides his mother, a. 
significant vessel image is his house and more specifically, his 
room within the house. When he is found dead in this room he is 
positioned "tirade en el suelo, con el braze derecho doblado para. 
que le sirviera de almohada.". This is not precisely a. fetal 
position ( the ideal position for his return to his original 
paradise) , but the rei tera.tion of his returning to this position 
makes it his own ideal position. It is even described as his 
position since the day he was born: 
... y se vie tirade en el suelo come ha.bia. 
dormido todas las noches de la. vida. desde su 
na.cimiento, con el uniforme de lienzo sin 
· insignias, las pola.inas, la. espuela. de ore, 
el bra.zo derecho doblado ba.jo la. ca.beza. para. 
qua le sirviera. de almoha.da. ••• (my emphasis, 
p. 87) 
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Throughout the novel this becomes the Genera.l's natural position--
sleeping this wa.y, hiding this way, and finally dying in this posi-
tion. Besides the suggestion of returning to the original paradise 
through this position, his room becomes a womb-like vessel. He 
creates his completely secure enclosure by carefully locking his 
elaborate set of locks. When the General's corpse i~ discovered 
in this room, the description of it uses womb imagery. The palace 
has "carcomidos muros de piedra fortificada", suggesting the 
living quality of the walls of his womb. The description of 
his rotting corpse suggests the beginnings of life and rebirth: 
" ••• aquel cuerpo senil carcomido de gallinazos y plagado de 
parasito de fondo de mar" (p. 89). The sea parasites suggest 
the origins of life. The position in which the General lies, 
the imagery surrounding him (the house and his womb-enclosure), 
and the description of his body suggest birth and a return to the 
original paradise of the womb. This return to the mother-figure 
has been the direction of the General's actions throughout the 
novel. 
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The characterization of the General's mother also situates 
her within this archetypal role representing the General's original 
paradise. Although the General perceives even his closest friends 
only within the functioning of his power, he dedicates himself 
completely and unselfishly to his mother when she is dying: " ••• 
y el comprendio que era la muerte y se ence=o a ocuparse de su 
madre con una abnegacion de madre, se quedo a pudrirse con ella 
para que nadie la viera cocina.ndose en su caldo de larvas ••• " 
(p. 135). Death with her would be the ideal death as a return 
to the womb. The original taleover of the government by the General 
also emphasizes womb imagery. His mother takes control within 
the chaotic situation and begins organizing within this disorder. 
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Significantly within the context of womb imagery, in the process 
of establishing the General's power and security within a still 
undefined world (the chaos), his mother Bendicion Alvarado creates 
in essence another womb for him: 
, • • pero no habia siquiera un petate donde acostarse 
a sudar una cal1;ntura, de modo que su mad~Bendicion 
Alvarado arranco una cortina para envolverme y lo deja 
acostado e11 un rincon de la escalera principal mientras 
ella barrio con la escoba de ramas verdes,,. (my emphasis, 
p. 255) 
Technically, emphasis is placed on the key word here,"envolver", 
by changing from third to first person narrator. 
The General's relationship with and experience of women 
relates directly to the theme of power. His vessel, or paradise 
( his house and room) come to represent the security of power, so 
that his maintaining of this security depends upon his remaining 
within the realm of vessel imagery-- nearness to his mother, the 
curtain he is wrapped in, his room, and finally the return to the 
original paradise by dying. His house is often referred to as the 
"casa del poder", and at the end of the novel the General realizes 
that his paradise, the house, has been his power: " ••• temblaba 
de fiebre sentado en las escaleras pensando sin amor madre mia 
Bendicion Alvarado de modo que esta era toda la vaina, carajo, de 
modo que el poder era aquella casa.,," (p. 2.56). The novel's char-
acterization places emphasis on the figure of the General, and 
through the elaboration of the themes of power and women, both 
the General and these themes are elucidated and closely related. 
The structure of El otoiio del pa.triarca transforms the simple 
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sentence "A corpse is found" on four basic levels. These four 
levels make the novel's structure dynamic by its very precise 
nature, creating concomitant change on different levels on a 
progressive basis. Dynamism is defined by the novel's structure 
and is the factor that makes each chapter of the novel necessarily 
an enriching experience by continuously opening new dimensions 
of reality. It is a truism that each novel "creates its own 
system"; nevertheless in El otoiio del patriarca Garcia Marquez 
has created a narrative system which is unique and absolutely 
functional. The detailed consideration of this system is an 
essential step in the analysis of the work's complex effects. 
It is also one step beyond much of the process of the Colombian 
novel that has been described in the post-1967 period. Whereas 
the generation of writers that follows Garcia Marquez has extended 
the limits of traditional narration, this tendency has been to 
an extent reaction rather than pure creation. Such has been 
the tendency noted in Hector Sanchez, Albaluc!a Angel, and more 
recently Aguilera Garramuno, for example. Although specific 
narrative techniques and themes observed in this novel do not 
make it an entire innovation within the trajectory of the recent 
Colombian novel, the complete narrative system it builds makes 
it perhaps one of the few works that fulfills the possibilities 
that the recent Colombian novel has offered. 
CHAPl'ER VI 
TRAJECTORY OF THE COLOMBIAN NOVEL (1967-1975): 
OVERVIEW AND CONCLUSIONS 
The analysis of the novelistic production of 1967 and of 
four significant novels published after this date has provided 
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a detailed understanding of a limited number of specific works of 
the 1967-1975 period. From the novels of 1967-- En noviembre llega 
el a.rzobispo, El espejo sombr.io and La infancia legendaria de 
Ramiro Cruz-- through the later works of this period-- Las causas 
supremas, Cola de zorro, El bazar de los idiotas and El otono 
del pa.triarca-- notable general tendencies in the contemporary 
Colombian novel are also evident. Three such tendencies can be 
identified. First, novelists like Hector Sanchez in Las causas 
supremas break with traditional novelistic conventions in both 
structure and language. Structure corresponds to systeme rather 
than syntagme, i.e. narrative unity is found through associations 
rather than sequential order through space as in the traditional 
novel. The writer also becomes more conscious of language, which 
is appreciated in the increasingly frequent use of metalanguage 
and the conversion of language itself from medium into theme, 
Second, novelists like Fanny Buitrago in Cola de zorro novelize 
a concept,a.nd the experience of such novels becomes somewhat in-
tellectualized. (The particular concept developed by Buitrago 
in this novel, the importance of family and tradition, is such a 
common theme in the contemporary Colombian novel that it too 
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could be considered a general tendency exemplified in her work.) 
Third, novelists like ~briel Garcia Marquez, Hector Rojas Herazo, 
and Gustavo Alvarez Gardeazabal use specific narrative techniques 
to transcend the evident regionalism of their works, creating a 
more universal experience. The novels of these authors give 
evidence of an identifiable technical precision. This precision 
in the creation of entire narrative systems contrasts with the 
first tendency noted. Certainly these three general tendencies 
are not mutually exclusive; all three of them could be observed 
in one specific novel. Nevertheless, these factors do provide 
a basis for discussing the trajectory of the Colombian novel from 
1967 to 1975 on a year by year basis. 
Two important novels of 1968, Mateo el flautista by Alberto 
Duque Lopez and Mi capitan Fabian Sicacha by Flor Romero de Nohra, 
occupy places on opposite ends of the spectrum in technique, the 
former being innovative and the latter being traditional. The 
imaginative Mateo el flautista ls one of the best examples, during 
the period of this study, of the tendency of novelization explored 
by Hector Sanchez-- structure based on syst~me and an awareness of 
language. The novel is structured according to two variations on 
the basic subject of a person named Mateo. The two versions of 
Mateo's story are narrated by a woman named Ana Magdalena, Mateo's 
wife, and his brother Juan Sebastian. Practically the only af-
firmation the reader can make about the actual content of~ 
el flautista is to note that the novel's subject is Mateo. The 
reason is that there is a definite possibility that Mateo never 
did eXist and is only a pretext for the variations. This pos-
sibillty is explicitly suggested in the last pages of the novel, 
The most important theme_ is creation itself, and it is evidenced 
1n several ways. Besides the fact that the novel's structure is 
based on a pretext in order to facilitate imaginative invention, 
other aspects emphasize creation for the sake of creation. The 
narrator includes child-like figures of the characters to ac-
company the text. The narrator Ana Magdalena formulates a con-
cept through word creation and juxtaposition: " ••• en Puerto na.da 
ni nadie ser!a ja.ma.s-nunca-nunquedad-alguedad mas importante que 
1 
tu", · Stick-figure drawings of the characters demonstrate a kind 
of creative playfulness appreciated also in the joining of words: 
"enfrentedelaclaseylosbancos" (p. 4J). It is also notable that 
this jazz-like structure provides two variations on a flute 
player, Mateo, who plays jazz 1n the streets. The reader is 
actively involved 1n the creative process 1n this novel. At 
one point, for example, Ana offers the reader the option of 
believing or not believing one of her anecdotes. The entire 
novel becomes, 1n essence, a similar option. 
Flor Romero de Nohra demands a minimal participation of the 
reader. In Mi capitan Fabian Sicacha her message is set forth 
quite clearly: revolutionaries and ex-revolutionaries are not 
accommodated by Colombia's bourgeoisie. This is the conclusion 
the novel's protagonist, Fabian Sicacha, and his wife reach 
when they unsuccessfully attempt to establish themselves 1n the 
middle class after participating 1n guerrilla activities. In 
approximately the first half of the novel Fabian Sicacha is not 
actually present as a character, but functions as a mythical 
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figure. His fiancee searches for him in rural Colombia and is 
eventually jailed becaus~ of the suspicion she arouses 1n a small 
town. Many of the narrative sections in this first half of the 
novel are narrated by her. An omniscient narrator relates the 
milltary's attempts to exterminate Fabian. In both cases-- the 
fiancee's story and the military story-- the distance from Fabian 
as a real person makes him a mythical and hero figure. In the 
second half the fiancee is reunited with him and he is a very real 
person. They marry and decide to raise a family, but each time 
they seek employment or undertake a business venture, their 
revolutionary past causes failure. Colombian society systematically 
excludes them. Although the novel's theme is ostensibly revo-
lutionary, its non-engaging narrative techniques make it a less 
revolutionary experience than Mateo el flautista. It is clearly 
a product of guerrilla mythification or "cheismo" of the late 
sixties. Within the general tendencies of the Colombian novel 
suggested, its clear exposition of ideas places it closest to 
the line exemplified by•Buitrago's novel. 
The novelistic production of 1969, the year of Las causas 
supremas, offers a wide range of books in terms of the generations 
represented. On the one hand, two members of the most recent 
generation produced their first works1 Jose Stevenson published 
Los a.nos de la asfixia and Benhur Sanchez Suarez wrote~ 
solterona. Hector Sanchez published Las maniobras. Of the 
older generation, Eduardo Caballero Calderon published Cain, 
almost an afterthought to his total work. 
Sanchez's Las maniobras features many of the tendencies 
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noted in Las causas supremas, The apparently fragmentary structure 
finds its unity within th~ plane of syst~me (associations), and 
there is an overt consciousness of language. The anecdote des-
cribes the life of Rafael Perdomo, It contains frequent side-
tracks of anecdotal material only tangentially related to--
associated with-- the description of Rafael's life. This bio-
graphical description tells of his observations of an increasingly 
absurd world around him, of his losing his wife and job, of his 
love affair, and, finally, of his renouncing society in order to 
dig a hole in a mine forever. Anecdotal material not directly 
involved with this story includes short narratives by an un-
identified first-person narrator who offers solutions to the world's 
problems, an imaginary war between two gorillas, and a bullfight 
that evolves into a riot. As an example of the novel's structure, 
the gorilla episode develops from an associative process using as 
a point of departure Rafael's banana and water breakfast. Another 
excellent example of this type of procedure occurs when Rafael 
says "al fin y al cabo", and the word "cabo" recalls his "Cabo 
Romello", which in turn leads to an extended narration about his 
army days. Thus, operation on the plane of syst~me is one appro-
priate method of describing a plot that, while somewhat chronological, 
is nevertheless developed more through association than through 
logical sequence. 
As in Las causas supremas, the omniscient narrator in this 
novel comments about his own language and characters in the novel. 
A fundamentally critical attitude is appreciated primarily, however, 
through the situations created in the novel. The humor is funda-
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mentally situational, For example, in one episode a fire takes 
place, which leads to the following series of events: firemen arrive, 
followed by army tanks, then come an official to inaugurate the 
event, an American specialist, employees from the health depart-
ment, and finally a beauty queen to reign over it all, These 
humorous situations and Rafael Perdomo's circumstance create an 
overall experience of an absurd world in Las maniobras, 
Jose Stevenson creates the vision of a similar world in~ 
aiios de la asfixia, but the attitude toward it is more sober. The 
factor that makes this novel successful is the precise structure. 
It has four parts, The first and last parts are titled "1959" and 
the second and third are "1954" and "1950" respectively. The 
protagonist, Victor, narrates the two 1959 parts, He is a char-
acter in the 1950 and 1954 years, narrated by an omniscient nar-
rator, In the first 1959 section we see Victor in New York; in 
the secoai, we find him at a party, The 1950 chapter describes 
Victor and his friends in their last year of high school, and the 
19.54 part describes the same group as students in the university. 
Two factors make this structure functional in conveying the 
novel's themes, The first involves the relationship between 
Victor and a friend, Armando, during their university years, 
This relationship contributes to defining the importance of 
those years, the early 1950's, in V!ctor's life. While in the 
university, Victor's generation rebelled against a corrupt society. 
Armando becomes a symbol of the generation's ideals when he is 
killed in a demonstration, The 1959 chapters at the beginning 
and end of the novel provide an insight into Victor's inner 
feelings as a member of this generation. He suffers a gull ty 
conscience as a member of the bourgeoisie against which he has 
formerly protested. He finds difficulty in reconciling this con-
tradiction. While in New York (1959) Victor looks into a mirror 
contemplatively and perceives Armando: "Lo miro bien: es mi amigo 
Armando. Lo miro bien: Armando ya no es un nino I es un hombre. 
Armando soy yo. Yo estoy en Nueva York". 2 As a member of this 
generation, Victor is aware of the fact that he is a continuation 
of something of which Armando was a part. Victor's presence in 
New York, among the images of modern bourgeois society par ex-
cellence, has forced him to come to grips with his betrayal of 
his generation's ideals. 
The second procedure that conveys this theme of corrupted 
ideals is the communication of victor's feeling about his gener-
ation during the university years. Each of the two chapters of 
these early years (1950 and 19.54) contains interior monologues 
by Victor, At the end of these chapters, the interiorization 
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by Victor takes the form of a "tu" in which he addresses thoughts 
to himself. Thus, he reproaches himself for his lack of social 
awareness: "Y tu sin darte cuenta" (p. 70). Victor attempts to 
reconcile for himself their frivolous actions with the serious 
problems the generation faced as a potentially vital force in 
society. These two factors make the novel an examination of a 
generation and a society, rather than merely a relating of a series 
of youthful adventures (which constitutes much of the actual anec-
dote). 
Beyond this structure, Los anos de la asfixia is not subtle. 
The idea of a stultifying society oppressing the young generation 
is expressed directly by _Victor and the omniscient narrator. It 
is also expressed directly and frequently in the dialogue. For 
example, characters often make observations such as "este pals 
esta. perdido". The narrator explains the atmosphere of "asfixia" 
that predominates. The quality of life during these years is also 
communicated through the banality of the group's activities. It 
is one of those novels that asks the reader to question whether 
novels about banality must be banal. Stevenson denounces this 
banal society, but also condemns his own generation for its be-
trayal of the commitment to change it. 
On the surface, the thematics of Hector Sanchez and Jose 
Stevenson appear to have little in common with the first novel 
by Benhur Sanchez Suarez, La. solterona. It is an interior study 
of an aging spinster, Rosario. The basic attitude about life 
communicated in this novel, however, relates it quite closely to 
these other writers. Existence is a.gain banal, and it is a par-
ticularly tedious banality. As for action, very little happens 
in the novel: Rosario occasionally answers the telephone, and 
entertains a couple of visitors informally. At the end she leaves 
home to go to church and walks off into the dark. The novel is 
not an engaging experience because, as a psychological study of 
a character, Rosario is not, for the most part, psychologically 
interesting. In the early parts of the work the study is in-
teresting because the narrator establishes an ambiguity between 
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what Rosario imagines and what she experiences. The greater portion 
of the novel, however, consists of recounting her memories of a 
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past that is as boring as her present. As in the case of the novels 
of Sanchez, Stevenson--~ also in Collazo's later novel-- Sanchez 
Suarez portrays a stultified character. _One significant difference 
lies in the fact that Rosario is not necessarily stultified by the 
effects of society. There are only two places in the novel in 
which it ls suggested that Rosario's circumstance may be under-
stood as a phenomenon of class awareness, rather than a matter 
of personal choice. In one the omniscient narrator states the 
following about Rosario: ''Es su esplritu burgues el que se revela". 
At another point Rosario accuses her sister Clara of being res-
ponsible far her condition: "iClara! Te has metido en la cabeza 
los pensamientos burgueses, los sentimientos oliga.rguicos de 
tu esposo, ya note importan las personas pobres como yo".J In 
resume, it is a psychological study narrated principally by an 
omniscient narrator (with some interior monologue), whose sig-
nificance lies especially in its portrayal of one more protagonist 
stultified by a banal environment. 
Paradoxically, during the same year the young Sanchez Suarez 
published this study of an aging lady, Caballero Calderon, a. much 
older writer, published a novel a.bout guerrilleros, Ca.in, Actually, 
only the second half of the work has guerrilleros in it. In the 
first half, approximately, it develops along the lines of the 
"small screen" novel and deals with the relationships among 
three characters. To some extent this development involves 
a. classical love triangle: Martin kills his brother Abel because 
Abel has an a.ffa.ir with Martin's wife, Margarita.. Caballero 
Calderon opens the novel after Abel's dea.th and develops the 
triangle of relationships among the three by means of flashbacks 
and dialogue. Ill the present time, there is a conflict between 
Martin and Margarita: she did love Abel and is married to Martin 
only because of social obligation. As the relationships are re-
vealed, it becomes apparent that the triangle includes nuances 
beyond these overt conflicts, Martin in fact had admired his 
brother Abel. Before marrying Margarita, Martin hated her because 
she attracted Abel away from him. This study of three characters 
becomes a novel of action in the second half of the novel. After 
Abel's corpse is discovered, Martin flees with Margarita and joins 
revolutionary guerrilleros in order to avoid military authorities, 
The remainder of the novel is primarily a matter of strategical 
moves on the part of the two parties. Like Mi capita.n Fabian 
Sicacha, the novel's positive aspects (in Cain, the development 
of character in the first half) are somewhat negated by the 
attempts to incorporate themes in vogue in the late sixties 
( che!smo) • Whereas the younger generation of writers shows more 
preoccupation with their own past-- the years of "la violencia" 
of the fifties-- the older Flor Romero de Nohra and Caballero 
Calderon novelize the immediate concerns of Colombia at the time 
during which they write the novels, and with questionable success. 
The year 1970 has significance in the trajectory of the 
Colombian novel only because it marks the publication of Albaluc!a 
Angel's first work, Los girasoles en invierno. It deals with a 
young woman's experiences in Europe. It is less important as 
literary experience than as a predecessor to Angel's later work. 
The two types of chapters employed describe the novel's two foci. 
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Odd-numbered chapters a.re an interior revelation of the protagonist, 
who transcribes her thoughts and feelings while sitting in a Paris 
cafe, The even-numbered chapters take place in Italy and Greece, 
and an omniscient narrator describes the same protagonist and her 
group of friends as they travel through Europe. In the first type 
of chapters, the novel shows tendencies toward language play and 
writing as an intellectual game, although neither of these factors 
could be judged successfully developed. The travel chapters a.re 
a contemporary version of the well-known stocy of the Latin American 
discovering Europe. In the context of this study, an awareness of 
the possibilities of creation with language is the most important 
aspect of this novel. Angel's actual ability with language at 
this point in her career is not impressive, especially when she 
insists upon using metaphors such as "Miro el pueblecito que 
pa.rec!a mas bien un dibujo de IG.ee",4 Simila.rly,she notes "la 
ronda de noctambulos que entra al edificio pa.rece una pelicula 
de Fellini" (p, 29), 
The novels of 19?1 fit well within the established tendencies 
of the Colombian novel already discussed. Alvarez Gardeazabal's 
first novel, La ta.ra del papa, combines two of these tendencies, 
and Viaje a la cla.ridad by Soto Aparicio is similar in man:, res-
pects to El espejo sombr!o of 1967, They provide continuity in 
the trajectory of the Colombian novel, 
La tara del papa is about predominating tradition and 
thus falls in line with this important theme in the Colombian 
novel as discussed with respect to Buitrago. The other main 
tendency this novel incorporates is transcendent regionalism; 
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it is the first of four novels situated in Tulua.. An account 
of the anecdote describes the problem of family tradition. The 
young protagonist, an unnamed male of the Uribe family, tells his 
own story in a series of narrative sections interspersed with seg-
ments by other characters and by an omniscient narrator. As an 
adolescent his "tara" appears to be a sexual abnormality1 while 
in a seminary he becomes obsessed with one of the priests. In the 
latter part of the novel he becomes a local candidate for election 
as a Liberal. Then arises the real problem of the~-- the fact 
that he belongs to a tradition of a family of Conservatives and he 
is attempting to deny this tradition. In the end he fails: the 
violence of the Conservatives predominates over his attempted 
upsetting of tradition because he is assassinated by them. 
As has been noted in the analysis of El bazar de los idiotas 
and El otoiio del pa.triarca, the novels of transcendent regionalism 
tend to use elaborate narrative systems created around the regional 
base. In La tara del pa.pa. the narrative system is defined by a 
precise circular structure. The protagonist's father starts the 
circle with his death at the beginning of the novel; it ends with 
the death of the protagonist. The circle contributes to the 
communication of the novel's themes the tradition of the Uribe 
family did not terminate with the death of the omnipotent Papa 
Uribe at the beginning of the novel, and with the protagonist's 
death at the end it is understood that tradition will continue 
to predominate. The reality created by Alvarez Ga.rdeaza.bal is 
diametrically opposed to the vision of Colombian society novelized 
by Stevenson and Sanchez Suarez, who offer an interpretation of 
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society from a more or less doctrinaire Marxist standpoint which 
relies on an awareness of class struggle. For Alvarez Gardeazabal, 
as for Buitrago, reality is not explicable in such totally rational 
terms. 
Soto Aparicio's Viaje a la claridad creates experience through 
the same narrative procedures observed in El espe jo sombrfo. As 
in the earlier novel, it is an interior study using the protagonist's 
immediate thought processes and flashbacks to bring into being a 
character and the background to her particular circumstance. The 
immediate situation involves a young woman waiting to give birth, 
The anticipation of the birth is the source of tension within this 
immediate circumstance. On the basis of Proustian progressive 
association, her thought process lead to the past, This past 
develops another tension over the length of the novel: she be-
comes increasingly aware of her step-father's sexual interest 
in her, and this awareness develops into paranoia. At the end 
she is raped by him. 
The dynamism is produced by the changing psychological 
state of the protagonist. The first chapter is particularly 
effective because it creates an engaging experience for the 
reader: the protagonist's fear and tension are experienced, but 
the reader has no basis for understanding why she feels these 
emotions. From this point her immediate situation becomes 
progressively more defined, and her past also functions in 
creating an understanding of her changing psychological state. 
Viaje a la claridad is representative of Soto Aparicio's fiction 
during the period of this study: it exemplifies a mature knowl-
edge of the craft of fiction, but the novel itself is mediocre 
as experience, Since th~ first chapter in this novel is notably 
more successful than the remainder, one is tempted to speculate 
that perhaps a key to the uneven quality of his fiction might be 
an excess in quantity of literary production, 
The novels of 1972, like those of 1967, and the novels of 
1975 to be discussed, mark a high point in the Colombian novel 
during the yea.rs of this study, The most important contribution 
of the year is Alvarez Gardeaza.bal's Dabeiba. The supporting 
novels a.re Alvarez Gardeaza.bal's Condores no entierran todos los 
d.ias, Jesus Za.rate's La ca.reel, and Albalucla Angel's Dos veces 
Alicia, 
Dabeiba, like many of the transcendent regionalist novels, 
creates a complete narrative system, In this case the function 
of the system is to effect an inventive series of characteri-
zations, It could be stated that only two significant events 
occur in Dabeiba, The first is a thunder-like sound (batacla.n) 
that all the inhabitants of Dabeiba hear early one morning. The 
second is the imminent flood that the inhabitants of Dabeiba a.re 
awaiting at the end of the novel. These a.re the significant 
210 
events as far as action is concerned, They function as a pretext 
for the characterization of a bizarre group of individuals that 
inhabit Dabeiba, For example, in the first chapter the omniscient 
narrator describes in detail what each of the characters of Dabeiba 
is doing during the hours before the batacla.n. Here the characteri-
zations a.re brief and only tentative-- the narrator communicates 
for the most pa.rt what is generally believed about them ("dizque" 
or "se dice", and so on). As the narration changes from character 
to character, it also br~efly describes some of their respective 
pasts. In the chapters that follow, the pretexts used to further 
elaborate the characterization are: (1) the characters during 
the exact moment of the bataclan, (2) the characters immediately 
after the bataclan, (J) the characters waiting for the inevitable 
flood. As these characterizations are developed, the narrator be-
comes more affirmative in his suppositions, describing the char-
acters beyond the general knowledge of the first chapter. The 
detail with which the narrator portrays the characters within 
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the general context of the two events-- the bataclan and the flood--
creates a correspondence between the narrator's vision and the 
pettiness of the people of Dabeiba. This pettiness prevents 
them from evacuating Dabeiba before the disaster, so providing 
a correspondence of theme and technique. 
Condores no entierran todos los dias functions less as a 
total narrative system. It is a conventional story about a local 
tyrant in Tulua., El Condor, who terrorizes the area during the 
epoch of "la violencia". An omniscient narrator relates the 
entire story in chronological order, and it is the least uni-
versal of Alvarez Gardeaza.bal's regionalist works. The theme of 
power might be considered universal, even though the circumstance 
involved is quite specific and attached to a particular time 
and place. The anecdote, the predominating factor in the ex-
perience, associates the work most closely with the novels that 
focus on tradition: at the end, El Condor, symbol of the Conservative 
tradition, is killed, but it is understood that the tradition he 
represents will prevail, 
Jesus Za.rate's La carcel also develops a clear story-line, 
but the experience is considerably intellectualized by the first-
person narrator-protagonist. The protagonist has been unjustly 
held in jail for three years, The situation is unjust for him 
as an individual because he has committed no crime; it ls unjust 
for the group because of the unbearable conditions in the jail. 
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The lack of justice eventually leads to rebellion by the group and 
the murder of the jail's director by the protagonist. An important 
factor beyond the anecdote is the presence of metalanguage. One 
character, l1lster Alban, comments upon the protagonist's writing 
while the two are in jail, and this writing ls the story we are 
reading. At one point l1lster Alban suggests that the protagonist's 
writing is superficial. The tone here is not playful, but sober, 
and thus provides a self-criticism within the story, The novel's 
main theme, human liberty, is verbalized to a large extent through 
dialogues between the protagonist and the other inmates, thus 
providing a metalanguage of the themes developed in the anecdote. 
La ca.reel is also pretentious in the same way that Soto Aparicio's 
recent novels tend to be, proclaiming its own universality and 
merit within the trajectory of the Colombian novel. 
Albaluc!a Angel does not tell a story in Dos veces Alicia, 
Its development by means of associations places it within the 
plane of syst~me, as in the works of Hector Sanchez, It is the 
product of a similar impulse toward freely imaginative writing 
that has been observed in Mateo el flautlsta. One important 
difference from this novel is that Angel does not invent a pre-
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text to provide unity for her vivid imagination. The only uni-
fying factor is the narrator herself as she relates what she 
imagines and perceives around her. She is adamant in establishing 
her right to do this imagining, and invites the reader to do so 
with her. The basic situation presents a woman in England who 
meets occasionally with her friends, some of whom may be real 
or imaginary. For example, on one page she offers, then negates, 
four successive names for herself. Besides a certain activation 
of the reader, another element that Dos veces Alicia adds to 
Angel's first novel, Los girasoles en lnvierno, is an awareness 
of the act of creation, occasionally commenting on her text as 
she develops it. The novel fits within the tendencies employed 
by Sanchez in terms of structure, and the vague notions it com-
municates about imagination relate it to the novelization of a 
concept noted in the discussion of Buitrago. 
The novels of 197J reveal a continuity within the work of 
writers already discussed in this study. Jesus Zarate, Hector 
Sanchez, and Benhur Sanchez Suarez published novels whose basic 
characteristics do not depart radically from their previous work. 
Another novelist whose previous work antedates this study, Manuel 
Mej!a Vallejo, published Aire de tango, justly awarded the Premio 
Bienal de Novela as the best novel of the year. 
Zarate remains within the framework of the traditional 
novel in El cartero. By means of a Kafkaesque turn of events, 
the protagonist's humdrum life ls disrupted. The catalyst for these 
events is a letter that arrives at the home of this lethargic and 
reclusive protagonist. He had previously read in his horoscope 
that he would receive it. The relationship with the horo-
scope be a matter of coincidence. Such is the case of the 
events in the entire novel. They acquire a special significance 
for him because he insists upon finding a rational explanation 
for each turn of events in his life. In effect, this continuous 
speculation questions the ratiOllality of the society in which 
he lives. This society becomes complicated and horrifying. Al-
though quite traditional in terms of narrative technique, this 
work is a special case in the contemporary Colombian novel. It 
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is a study of the individual within modern technological society 
rather than exclusively within the context of human relationships. 
Here the individual stands alone in relationship to society: he is 
not the product of a tradition. The solitary protagonist searches 
for his identity, and it is not to be found through relationships 
with others (as in Buitrago), nor through heredity or heritage (as 
in Buitrago, Alvarez Gardeaza.bal and Rojas Herazo). The nature 
of this search within the modern world is the universalizing 
factor. 
The two novels of 1973 by Hector Sanchez and Benhur Sanchez 
also provide continuity rather than innovation. The experience 
of Ia. noche de tu piel by Benhur Sanchez Suarez is preeminently 
intellectual, and even ideological. As such, it relates to the 
tendencies marked by Buitrago's conceptualization and Jose 
Stevenson's intellectualization. The technical deficiencies in 
Ia. noche de tu piel make it inferior to his first novel, la 
solterona. The technical problems involve the improper use 
of first-person na=ation in which the protagonist explains 
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matters to himself that he would not be expected to say. In other 
cases, he explains the novel's themes to the reader. For example, 
the narrator-protagonist explains to himself that his situation 
in the city is as undesirable as it was in the country, a fact 
that is evident from what takes place in the novel. The work is 
formally divided into two parts. In Part One, the black protagonist 
describes his immediate poverty-stricken situation in the city 
while he also remembers his past in the country. In Part Two, an 
omniscient narrator tells of an armed rebellion against the pro-
tagonist's exploiter in the country. It is evident that for 
Sanchez Suarez the important point is that the protagonist 
reached a certain social awareness and rebelled. In this case, 
the novelization of ideas has a prescriptive function. 
In Los desheredados Hector Sanchez relates an anecdote similar 
to his two previous novels, but now minimizes the metalanguage. 
Although one critic has found this novel deficient in structure, 
it must be understood as another novelistic form on the plane 
of systeme. It relates a story about a small town, but·the order 
of events is of no significance. It involves the arrival of the 
railroad to this town and communicates the suffering of the 
people that inhabit it • Much more so than in Las causas supremas 
or Las maniobras, the story-telling predominates over a cons-
ciousness of the act of creating itself. The attitude communicated 
through this story is similar to that noted in Sanchez's two previous 
novels. Just as the protagonist in Las maniobras dedicates him-
self to digging a hole in order to negate the world, one char-
acter's comment is typical of life as it is seen in this town, 
"La vida es la peor cochinada que puede ocurrirle al hombre". 6 
The story itself opens in a basic present and moves back in time 
to cover a twenty to forty year period. This was the epoch when 
the railroad construction began in the town, The concept of time 
is significant in Sanchez's work for the first time and this con-
cept is within the framework that has been so notable in the 
Colombian novel: the present is conceived as the sum of events 
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in a futile and frustrating past for each of the characters, At 
times this past is appreciated through the memory of the characters; 
at others through direct explanation by the omniscient narrator, 
The novel is controlled by a third-person omniscient narrator, 
and Los desheredados represents a general movement in Sanchez's 
work toward traditional narrative. 
Manuel Mejia Vallejo's Aire de tango portrays the past in 
a significantly different way from the majority of the novels 
discussed, It views the past with nostalgia. The present is 
not a continuation or reflection of the past, but a cheap re-
production of what it was at its best, The entire novel is 
a first-person narration in an oral style, a jargon of lower-
class subculture of the tango in a specific neighborhood 1n 
Medellin. The narrator tells about the life of a tango singer 
of this neighborhood, Jairo. This story m;ythif1es Jairo, Jairo, 
in turn, had lead a life that was a m;ythif1cation of another tango 
singer, the famous Carlos Gardel. Employing a technique more 
common in the writing of the younger novelists, Mejia Vallejo 
develops the story on the plane of systeme1 unity is found in the 
series of associations among the lives of Jairo, Gardel, and the 
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narrator, the third member of the cult, These associations appear 
in no logical sequence, and include items such as Gardel's letters 
and quotations from newspapers, The universal factor of the 
novel transcends nostalgia: there ls a creative impulse under-
lying this obsession with Jairo and Gardel, For example, the 
narrator imagines things about Gardel, just as Jalro did. The 
novel ls thus an inventive recreation of a particular epoch 
and place, and the structure along the lines of systcmc supports 
this creative impulse, providing the element of freedom appro-
priate to it. 
The year of El bazar de los ldiotas, 1974, produced only one 
other novel worthy of mention, Puerto Sllencio by Fernando 
Soto Aparicio. It continues the trends noted in El espejo 
sombr:io and Vlaje a la clarldad, although it ls the least sophis-
ticated of the three and represents a rather unfortunate movement 
toward commercial literature. The basic structure provides the 
possibility for an engaging experience: it consists of thirty-
four narrative sections subtitled according to women who live at 
Puerto Sllencio, an. hacienda owned by the most important of the 
women, Pastora Santos, The novel ls not the gallery of voices 
that its structure might suggest. There are a few segments nar-
rated in first-person, but not by the woman named in the subtitle. 
The first-person and third-person narrators talk about the women 
for whom the segments are titled. These women are daughters of 
Pastora Santos, or relatives or employees at Puerto Silencio, 
The novel, therefore, tells many stories, of which l'astora's is 
the most fully developed, As in the two novels already mentioned, 
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Soto Aparicio creates a special psychological case in the im-
mediate present, and the11 analyzes this case through a develop-
ment of past circumstances, Pastora Santos is a bitter and hate-
ful woman who rules everyone living at Puerto Silencio, including 
her husband, with an iron hand. Her past is narrated most directly 
in a series of segments that appear irregularly throughout the 
novel and show her development from childhood, in a chronological 
fashion. Soto demonstrates that a girl who was a social outcast 
and lonely as a young child, and who became obsessed with mas-
turbation from age seven, develops into a man-hater and excessively 
dominating adult. The characterization of the other women func-
tions as part of the portrayal of Pastora, and also recounts petty 
love stories and intrigues among the people at Puerto Silencio, 
Soto's novels tend to be moralistic,and such is the case here: 
Pastora is poisoned at the end, and the other totally negative 
personality suffers the loss of her husband and arrest by the 
police when she attempts to flee with money stolen from Puerto 
Silencio. 
A fundamental contention underlying this study is the 
vitality of a Colombian novelistic tradition that not only in-
cludes the fiction of Garcia Marquez, but also the continuity 
and innovation of his generation and the most recent one. The 
novels of 1975 support this contention. Besides the continuity 
and innovation in the work of Garcia IIJa.rquez provided by El otoiio 
del patriarca and in the work of an older writer, Augusto Morales-
Pino, by La. agon!a de la abuela v el Chevrolet azul v blanco, con-
tinuity in the production of the younger writers is found in the 
finest work by Albalucia Angel and Benhur Sanchez Suarez with the 
publication of Estaba la._ pajara pinta sentada en el verde limon 
and El cadaver respe_ctively. Besides this, a new vitality is 
appreciated in 1975 with the first novels of Marco Tulio Aguilera 
Ga.rramuno, Nestor Gustavo Diaz and Oscar Collazos, 
Morales-Pino's La agonia de la abuela v el Chevrolet azul 
Y blanco is not as purely inventive as the lengthy title might 
suggest. In reality, it is quite traditional except for one 
structural factor, the use of two temporal planes. Even so, it 
is completely narrated by an omniscient voice, The subject is 
an aging grandmother, On one temporal plane she is present at 
a family reunion; the other tells her past. These two planes 
appear altemately in the text and the segments of the past 
are placed in parentheses. At the beginning it appears to be 
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an entirely traditional work, and excessively so: the narrator 
systematically characterizes each member of the family present at 
the reunion, explaining their personalities and feelings, Once 
these initial pages perform this introductory function, the reader 
has a more active role 1n the novel. Within the two temporal 
planes, the novel operates on four levels of reality. (There are 
two levels for each temporal plane.) In the present the narrator 
deals with the reunion itself, for the most part a rather insigni-
ficant conversation among relatives. The second level of reality 
1n this present is perceived through the television set that is 
operating during this conversation. For example, commercials an-
nounce the latest products of modern technology, and the characters 
comment about these commodities, Here the television and the com-
modities are overt symbols of modernity. The modernity of the 
present is particularly apparent-- and significant-- when juxta-
posed with the second temporal plane. It takes place during an 
epoch when the grandmother was a young lady and modernity was 
220 
only beginning to become apparent in Bogota. The two levels of 
reality in this temporal plane are (1) the presence of the grand-
mother at a concert in Bogota, and (2) her memories of other 
activities important to her life during this epoch. The ex-
perience of the novel is based on the contrast between the modernity 
of the present plane,in which she is an ignored anachronism at 
the family reunion, and the noble aristocracy and intimate feelings 
and aspirations that were part of her past. Thus, when in the last 
sentence it is revealed that the grandmother has died while sitting 
in the corner, it is a tragic event :fbr the reader, who sympathizes 
with her; for the family the death is of relatively little im-
portance, As in many novels discussed, the past and tradition 
define the individual. In this case the pa.st is apparent only 
to the reader and tragically ignored by the characters. 
Estaba la pajara pinta sentada en el verde limon is the first 
novel by Alabalucia Angel dealing with a strictly Colombian reality. 
Within the trend of the novels that find unity in svst~me, the as-
sociations made in this study of "la violencia" are more important 
than logical sequence, The novel opens with a quotation from 
a politician's speech in which he alludes to ",,.este laberinto de 
hechos, hombres y juicios ••• ". This "labyrinth. " is an accurate 
description of the reader's experience of the novel, The labyrinth 
consists of twenty-seven unnumbered and untitled narrative segments. 
The opening sections intercalate a minute by minute historical 
account of the events l~ading up to the assassination of Jorge 
Eliecer Gaitan in 1948, with the characters' subjective perception 
of these events. The assassination is the point of departure for 
a chaotic situation that progressively worsens with the passage 
of time, developed along two narrative lines in alternating 
chapters. The odd-nunl:ered chapters are more extensive in length 
(20-25 pages) and relate the disorder which develops from mere 
van.dalism to a more organized rural violence, and then to student 
unrest and a more ideologically oriented disruption. The opening 
sections of the shorter, even-numbered chapters (5-8 pages) focus 
on a girls' Catholic school, some of the members of which will 
later participate and are killed in the political chaos. Later 
these short chapters, which describe the youth of Ana, Tina and 
Julieta, are more varied: we see a journalist who writes notes 
to himself while in jail; we observe gue=illa leader Teofila 
Rojas write his diary in jail; we see the torture of dissidents. 
The effect of a circular structure is created by establishing 
in the opening section (it precedes the chapters described above) 
certain motifs which are developed and returned to at the end. 
This section begins with a woman narrator who is in bed and is 
contemplating images of the past, these being mainly related to 
creation. The imagery is vague, but we see her preoccupation 
with the past: "Yo no me creo la historia que ellos cuentan, que 
se la traguen los pende jos ••• ". So the narrator's search is re-
lated to her search for the real past (not the one the "pendejos" 
believe), and it takes on sexual overtones from the beginning: 
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"otra vez mi sexo descubierto y penetraras en el, como buscando 
l,Q.ue buscabas?". The se~ch moves back in time to the past 
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in order to "terminar de una vez con este cosmos inflamado de 
imagenes sin logica". At the end of the novel the innocent school-
girl of the beginning is -.. 1th the revolutionary Lorenzo , and the 
sexual imagery once more relates the search for an authentic pa.st 
to creation and the sexual act. Again the past is perceived as 
particles of disorder. This imagery does not express hope or 
rebirth, but instead emphasizes impotence, Impotence is also 
a recurring theme in the anecdote. Along with the novels of 
Alvarez Gardeazabal, this work by Albalucia Angel is among the 
most successful novels dealing with "la violencia", during the 
period covered by this study. 
Like La noche de tu piel, El cadaver by Benhur Sanchez Suarez 
is overtly ideological. It calls for a sense of class consciousness 
on the pa.rt of the proletariat. It deals with a storekeeper and 
a tailor who live in a decaying town whose inhabitants have not 
had the courage to initiate change. They recognize the need for 
change, but have been incapable of formulating a manner of carrying 
it out. At the· end of the novel the storekeeper arrives at a 
decision, takes a revolver, and leaves to join the ranks of the 
guerrilleros. In narrative segments in second person ("tu") the 
reader appreciates the storekeeper's conscience and understands 
his sense of guilt because of the man's inability to make a firm 
decision conceming his condition. Other narrative segments in 
interior monologue and third-person develop the characterization 
of the two persons and of the general circumstance of the town. 
In the first use of a clearly Cortazar-type technique since 
Mateo el flautista, the novel offers the reader, at certain 
points, a choice between reading or eliminating certain sections. 
At one point in the narrative at which the reader is normally 
offered a choice, the narrator informs him that he must read a 
section, parodying the previous sections giving the option. 
The frivolous tone and the function of these supposed choices 
do not co=espond well with the overall sober and even didactic 
tone of the novel. 
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Cronica de tiempo muerto by Oscar Collazos, like El cadaver, 
is an intellectual experience and overtly anti-bourgeoisie. The 
narrator-protagonist, whose travels range from Colombia to Europe, 
finds bourgeois consumer society lacking in authentic values. Like 
several novels noted in this study, the opening section is par-
ticularly effective, and notably more so than the remainder of the 
novel. In these opening narrative segments the narrator captures 
the spirit of the generation: he describes a group of college-age 
youths at a party and the style communicates an atmosphere of de-
cadence. The sense of being stultified both as individuals and as 
a generation is communicated. Although bourgeois society is the 
general problem, Colombia itself is important in the sense that 
the Colombian protagonist feels a certain lack of authentic roots. 
Two novels that point to a bright future for the Colombian 
novel are Breve historia de todas las cosas by Marco Tulio Aguilera 
Garramuno and La loba maguillada by Nestor Gustavo Diaz. Both are 
inventive, humorous novels, with regionalist settings. Breve historia 
de ta!as las cosas deals with a narrator named Mateo Alban who, 
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from jail, tells the story of a town in Costa Rica by means of 
twenty-five narrative segments that might be called chapters. 
Although it tells the story of the town from its original foundation 
through its subsequent development, the tone is not epic, but 
playful. As is often the case in novels of this generation, 
there is an awareness of creation within the text. In this par-
ticular novel, the narrator dedicates a considerable portion of 
some chapters to describing his own creative situation, and includes 
even auto-criticism and discussion of his work with characters 
in the novel. Thus, certain chapters focus primarily on the 
narrator and the creative act itself, while others deal more 
directly with the history of the town he is describing. Like the 
early novels of Sanchez, Angel, and Duque Lopez, the writer's fas-
cination with creativity involves play with words. And just as 
the novels of this generation have rebelled a.gai.nst traditional 
novel forms, Aguilera's novel systematically questions the con-
ventions of fiction of the realist-naturalist tradition by means 
of its nonconventional structure and metalanguage. Mateo, for 
example, defends the non-traditional characterization techniques 
he employs. In terms of the Colombian tradition of transcendent 
regionalism, this work's satirical tone can be seen within the 
similar tendency noted in El bazar de los idiotas. A point has 
now been reached at which serious political and philosophical 
themes are given fictional life by means of satiric distance. 
Nestor Gustavo Diaz's first novel, La loba maguillada, uses 
a small town 1n Risaralda as its regional base. The two main 
characters are a prostitute and a homosexual. The fact that these 
two characters are among the most respected figures in the com-
munity provides an indication of the function of characterization 
in this novel. The work is a satire of a decadent and perverse 
society. As the narrator describes the prostitute's corruption 
in intimate detail, on the one hand, and her respected place in 
society on the other, the satire becomes more acute. She is the 
virtual owner and mayor of the town. Like Alvarez Gardeazabal, 
Diaz employs a particular town as the basis for a detailed system 
of characterization. Beyond these two main characters, he des-
cribes the decadence of a wide range of this society. The nar-
rator communicates this information as general knowledge ("dicen 
que"), often using a language that humorously parodies the town. 
There is a certain awareness of creation within the work, as the 
narrator pauses on occasion to situate the order of events in 
his narration, or even to comment about the characters directly. 
As a member of the community, however, he has established his 
right to do so. Late in the novel he reveals his identity and 
explains the source of his intimate knowledge of the town: he was 
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a waiter at the principal hotel, a common meeting place for the 
local aristocracy. The inventive and humorous qualities of these 
first novels by Aguilera Ga.rramuiio and Diaz point toward a more 
artistically successful method of questioning society than the con-
ceptual and even didactic tendencies of Collazos and Sanchez Suarez. 
Of the three primary tendencies in the contemporary Colombian 
novel (1-- novelization on the plane of systeme, 2-- the novelization 
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of a concept, and J-- the transcendence of regionalism), the pro-
duction from 1967 to 1975 particularly emphasizes the first and 
third. The first tendency, the open structure of syst~me, seems 
especially attractive to the young writers. Novels in which 
imagination is an important aspect often can be described along 
the lines of systeme. Besides Sanchez's Las causas supremas, his 
even more imaginative Las maniobras operates on this basis. In the 
case of Mateo el flautista, this open form is within the trend 
of the "open novel" in Spanish-American fiction in which the reader 
has an active role in the creative process. Albalucia Angel's 
novels also function along the lines of this type of fiction. Lan-
guage itself as a subject of the work is often present, and lan-
guage thus functions as more than a vehicle of communication. 
The writers break with tradition by questioning the communication 
medium through which tradition is perpetuated, language. This is 
evident in Breve historia de todas las cosas: the novelist's in-
vention of a narrative structure within the plane of systeme 
corresponds to his invention of language, He overtly defends these 
rights concerning both the novel's organization and its language. 
As far as the second tendency is concerned, Cola de zorro 
is not an entirely.isolated case of the novelization of a con-
cept, but this characteristic is not as common as the other two 
in the recent Colombian novel. Albalucla Angel creates a novel 
about a vague concept of imagination. However, in Cola de zorro 
the development of a concept is underlined by the fact that 
reading the novel is an intellectual experience. This kind 
of experience is similar to, though not quite the same as, noveli-
zation of a concept. It is more common, in the recent Colombian 
novel, than emphasis on a concept as the experience of a work. 
Among the older writers-- like Soto Aparicio and Zarate--· this 
intellectualization appears in the form of rational explanations 
within their works concerning literary matters. It is experienced 
as a rational, rather than esthetic, reaction to the state of 
fiction in Colombia at the time they write their novels. Among 
the younger writers-- Stevenson, Sanchez Suarez and Collazos--
the intellectuallzation in their works is a reaction to the im-
mediate circumstance of society. Since this phenomenon is a case 
of the writers' political committment, it is likely that the es-
thetic problems that arise because of the directness of their 
message are not of importance to the authors themselves. It can 
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be a problem for the contemporary reader, however, who is accustomed 
to the transformation of reality in literary experience, rather 
than the explanation of it. 
Of the three trends outlined, the novels of most consistent 
universal merit are those within the third, transcendent regionalism. 
Cien a.nos de soledad and En noviembre llega el arzobispo mark the 
culmination of a type of transcendent regionalism that has its 
origins in the earlier Faulknerian writings of these two coastal 
writers. Novelists continue to employ a regional base to construct 
elaborate narrative systems, creating universal experience. In line 
with this tradition are Dabeiba, El bazar de los idiotas, El otoiio 
del pa.triarca, Breve historia de todas las cosas and~ 
maquillada. El bazar de los idiotas fabricates a narrative 
system around Tulua., creating a system of characterization through 
228 
the manipulation of time elements. At this point in the trajectory 
of the transcendent regionalist novel, however, we note the presence 
of elements that satirize this very tradition. As has been dis-
cussed in the study, El bazar de los idiotas is a study of the 
phenomenon of exaggeration itself and of an anonymous town that 
becomes internationally famous, thus recalling l1acondo in a 
satiric fashion. The study of El otoiio del pa.triarca also re-
veals a complete and precise narrative system that uses the 
Caribbean region as its base. Both Breve historia de todas 
las cosas and La loba maguillada focus on a small town and once 
more are fundamentally satirical. Aguilera Garramuiio even mentions 
Garcia Marquez in his novel, overtly suggesting the literary 
tradition being parodied. 
Beyond these general tendencies, more specific themes and 
techniques have become apparent during the process of this study. 
As Brushwood has already noted, Proustian and Faulknerian tech-
niques are particularly evident in the Colombian novel. 7 A common 
method by which recent narratives incorporate the past is through 
Proustian progressive association. Two novels of 1967, En noviembre 
llega el arzobispo and El esnejo sombrio use this technique to 
narrate the past. This technique was also noted in the analysis 
of Las causas supremas, and could be observed in a large number 
of novels during the years of this study. As far as Faulknerian 
techniques are concerned, transcendent regionalism could be called 
Colombian Faulknerism. The function of the past in many novels 
studied is similar to its function in Faulkner's novels: the 
flashback serves to illuminate something about a character, or 
229 
to portray him more fully. It ls possible that this type of char-
acterization may be explained by the broad similarity between the 
South of the United States and Colombia: both are highly traditional 
societies for which the past continues to be significant in under-
standing the present; it ls also likely that the actual writings 
of Faulkner have affected the writing techniques in Colombia. 
Such influence seems to be the case of the coastal writers, for 
example, whose work features the use of fragmentation, changing 
narrative voice, and the structures coIDlllon in Faulkner. Faulknerian 
techniques are so common in the recent Colombian novel that it ls 
entirely possible that the writers of the younger generation may 
employ them without ever having read Faulkner. 
The analysis of individual works has also shown a marked 
tendency toward short-story technique. In Las causas supremas 
the individual stories are somewhat disparate, and there are sec-
tions in which the narrator invents variations of stories, em-
phasizing story-telling for its own sake. Cola de zo=o can be 
considered three individual stories according to the three formal 
division of the work. As discussed, the chapters stand as in-
dividual entitles in El bazar de los idlotas, and there are notable 
individual na=ative sequences within these chapters. One could 
speculate that this tendency might be attributed to the fact that 
young writers in Colombia often publish short stories before 
wrl ting novels. Whatever the explanation for this tendency might 
be, it is notable that the experience of the recent Colombian 
novel tends to be preeminently oriented to anecdote and story-
telling, rather than, for example, full-length psychological studies 
or the development of ideas. As a generality, it can thus be 
stated that Garcia Marquez is indeed representative of the 
Colombian novelist, a writer oriented toward story-telling, 
as opposed to the fiction of Julio Cortazar, for example. 
When considering the actual narrative content-- the signif'ied 
rather than the signif'ier-- or themes, the recent Colombian novel 
focuses especially on three fundamental institutions. These are 
the family, the church, and the military. The family is the 
most important of the three. It becomes a metaphor for reality 
in the Colombian novel. As such, the past that explains present 
circumstance is often related not only to tradition, but to family 
tradition, From 1967, in El espejo sombrio, the problem the pro-
tagonist faces is based on the fact that he has become obsessed 
with family blood lines, and is therefore unable to accept his 
wif'e because she is the daughter of his father's murderer, even 
though the woman is not herself in any way responsible. Such 
is the case for all the characters in Cola de zo=o, who find 
themselves entirely incapable of finding an individual identity 
beyond the role to-which they have been destined by heredity (or, 
in reality, heritage). The family as a metaphor for reality is 
particularly apparent when one considers the number of novels 
that relate family histories. El bazar de las idiotas is the 
story of a family and all the events in it are understood by 
both the reader and the characters as the fulfillment of a family 
destiny. The characters suffer tragedies for the same reason in 
La tara del papa and Condores no entie=an todos las dlas. In 
accordance with the parodies of traditions in the most recent 
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novels, El otono del patriarca may be considered a satire of 
the family tradition by means of the portrayal of a brutal 
dictator who is dominated by his mother. As an archetypal mother-
figw:e, she functions as the family head par excellence. 
The institutions of the church and the military appear as 
repressive forces in the Colombian novel. In En noviembre 
llega el arzobispo, the hope that the church represents for 
Cedron's inhabitants becomes a grotesque farce. In the novels 
of Hector Sanchez the representatives of the church are for the 
most part hypocrites. Although Soto Aparicio offers Christian 
solutions to the problems facing some of his protagonists, he 
2Jl 
does not necessarily support the church as an institution. El bazar 
de los idiotas satirizes the church most systematically, creating 
parallels between the actions of the church and the actions of 
the two heroes. Although the military appears as a repressive 
force in a wide range of novels, the national government itself 
is surprisingly absent. This fact seems to suggest, once more, 
that the actual circumstance and potential change are not determined 
by immediate government policy, but by the factors of tradition and 
other uncontrollable forces. The epoch of "la violencia", for 
example, is not experienced as a preeminently political struggle. 
To the contrary, it is the result of i=ational forces and con-
flicting traditions. 
Several factors point to the vitality of the Colombian 
novel since 1967, thus supporting the positive observations 
concerning the state of Colombian fiction made that year in the 
studies by Madrid-Malo and Pedersen. Besides the engaging ex-
periences analyzed and described in the process of this study, 
it is notable that the wr;ting of the younger generation has 
developed considerably even during the brief span of time from 
1967 to 1975, Alvarez Gardeazabal's first two novels are sur-
passed in quality by Dabeiba and El bazar de los idiotas, 
demonstrating a marked development in his writing ability. 
Each work by Fanny Buitrago and Albalucia Angel shows a marked 
improvement over the previous work. Benhur Sanchez Suarez's 
most recent novel is the most technically sophisticated work 
thus far in his career. The development of these writers, the 
general trajectory of the Colombian novel from 1967 to 1975, and 
the novelistic production of the year 1975 are three significant 
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20 Marlo Arrubla, La infancla legendaria de Ramiro Cruz 
(Medellin: Editorial Lealon, 1975) p. 11. Subsequent quotations 
are from this edition and are noted in the text. 
FOOTNOTES TO CHAPI'ER II 
1 See John S, Brushwood, The Spanish-American Novel:~-
tieth Century Survey (Austin/London: University of Texas Press, 
1975), Chapter 17 identifies one characteristic of recent fiction 
as being "an interest in having both reader and author himself 
observe the author in the act of creating fiction" (p. 267). 
Of particular interest with respect to the novel in question is 
Chapter 19, pages J12-J14, which discuss novels of this type. 
Brushwood begins the section as follows: "Although there is no 
way to prove such.a hYpothesis, it seems likely that the 
novelist's interest in seeing himself writing bears some re-
lationship to the attack on conventionality and to the importance 
of humor". As we will note, the "attack on conventionality and 
the importance of humor" are key to the experience of Las causas 
supremas, 
2see Raymond D. Souza, "Language versus Structure in the 
Contemporary Spanish-American Novel," Hispania, LII, no. 4 
(December 1969), SJJ-839, 
JGerard Genette defines histoire as the signified or nar-
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rative content. It is the anecdote at its most simple level. 
The signifier is the recit, or the transformed anecdote as it 
actually appears in the text. Figures III (Paris: Seuil, 1972) p. 
72. 
4 See Genette Is introduction to ''Discours du recit II in 
Figures III for an application and discussion of the concept of 
the nuclear verb. 
5i.-or Barthes' description of a novel's basic organization, 
see Roland Barthes, "Introduccion al analisis estructural de los 
relates" in Ana.lisis estructural del relato (Buenos Aires: Tiempo 
Contempora.neo, 1970), published originally in French as L'analyse 
structurale du recit, Communications No. 8. My discussion of systeme 
and syntagme is based on "Part III I Syntagm and System," in Roland 
Barthes' Elements of Semiology (Boston: Beacon Press, 1970). These 
two concepts can be understood by means of the chart on page 6J, 









Set of pieces, parts or de-
tails which cannot be worn 
at the same time on the same 
part of the body and whose 
variation corresponds to a 
change in the meaning of the 
clothing: toque, bonnet, 
hood, etc. 
Set of "stylistic" varities 
of a single piece of furni-
ture (a bed). 
Variations in a style of a 
single element in a building, 
various types of roof, bal-
cony, hall, etc. 
Syntagme 
Juxtaposition in the same 
type of dress of different 
element: skirt, blouse, 
jacket. 
Juxtaposition of the dif-
ferent pieces of furniture 
in the same space: bed, 
wardrobrobe, table, etc. 
Sequence of the details 
at the level of the whole 
building. 
With the above in mind, I would propose the following analogy 
in literature: 




Set of variations on a single 
theme, anecdote, character, 
etc. (Joyce, Proust, Cortazar, 
Sainz, Massiani, Sanchez). 
action, character devel-
opment, plot, etc. (Balzac, 
Flaubert, Azuela, Garcia 
Harquez, Alvarez Gardeazabal). 
This system is not totally my invention. In this chapter, Barthes 
points out that for Jakobson, Russian lyrical songs, the works of 
Romanticism and Symbolism, surrealist painting and the films of 
Charlie Chaplin belong to systeme, while heroic epics, narratives 
of the Realist school and films by Griffth belong to syntaeme. 
6 ~ Cien anos de soledad, like other novels for which sequence 
and the spatial relationship of the narrative sections are of fun-
damental importance, would function on the plane of syntaeme (see 
foonote # 5 above). 
7 See Percy Lubbock, The Craft of Fiction (New York: Viking 
Press, 1957). 
8see the fourth section of "Introduccion al ana.lisis estructural 
de los relatos", titled "La Narracion". Barthes states: "De hecho, 
el problema no consiste en analizar introspectivamcnte los motives 
del narrador ni los efectos que la narracion produce sabre el 
lector; sino en describir el codigo a traves del cual se otorga 
al lector a lo largo del relate mismo". significado al narrador y 
Ana.lisis estructural del relato, P• J. 
9Barthes, Analisis estructural del relate. 
lOSee Part IV: Denotation and Connotation in Elements 
of Semiology, 
239 
11-rhe connotative function of metalanguage is discussed 
in section J of Part IV: .Denotation and Connotation: "we deal 
here with a complex ensemble, where language, at its denotated 
level, is a metalanguage, but where this metalanguage is in its 
turn caught up in a process of connotation". Elements of Semiology, 
pp. 92-93, 
NOTES TO CHAPI'ER III 
1 See the discussion of the novelization of a concept by 
John S. Brushwood in The Spanish-American Novel: A Twentieth 
Century Survev (Austin/London: University of Texas Press, 1975) 
pp. 314-15. 
2Ibid., p, 315. 
)Gerard Genette, Figures III (Paris: Seuil, 1970). 
4 Brushwood discusses the problem of the small-screen novel, 
the novelization of a concept, and the question of human relation-
ships as follows: "At times, readers may wonder if novels like 
Obsesivos dias circula.res a.re replacing small-screen novels that 
illuminate problems of human relationships. The concepts that 
become the principal communication of some novels may be a. sub-
stitute for the anguished protagonist of the existentialist 
tradition. There a.re many novels in which problems of human 
relationships are fundamental to the story and more apparent 
than in Sainz's novel, for example" (The Spanish-American Novel 
p. 315). Ny observa:t.iai3 on Cola. de zorro and the characterization 
seem to support this suggestion. 
5Brushwood states: "dynamism ••• ls the very essence of 
creativity" in "Social Content of Literature and the Arts" in 
Investlgaclones Contempora.neos sobre historla de Mexico (Austin/ 
London: University of Texas Press, 1971) pp. 715-718. He defines 
dynamism in The Spanish-American Novel as follows1 "I use it in 
connection with the factors in a novel that vitalize the experi-
ence, transforming the anecdotal base of the work of fiction 
and sustaining the process of growth and change throughout the 
novel" p. xiii. For Barthes see Essais Critique (Parisi Seuil, 
1964) in which he defines the novel as a system of information 
in movement. Butor, in Essais sur le roman, suggests that the 
novel is a continuous voyage. John Kronik comments on these two 
observations by Barthes and Butor: ''Estas designaciones, que 
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estoy dlspuesto a aceptar, suponen que el arte llterarlo encie=a 
un dinamlsmo inherente por estar construido a base de una sucesion 
de slgnos o palabras" ("Estructuras dinamicas en Nazarln", 
Galdosianos, IX). Ronald Sukenlck states 1 "We have to learn to 
think about a novel as a concrete structure rather than an allegory, 
existing in the realm of experience rather than of discursive 
meaning and available to multiple interpretations or none, de-
pending on how you feel about it-- like the way that girl pressed 
against you in the subway. Novels are experiences to respond to, 
not problems to be figured out, and it would be interesting if 
criticism could begin to expand its stock of responses to the 
experience of fiction" ("The Tradition of Fiction" in Surfiction, 
edited by Raymond Federman. Chicago: Swallow Press, 1975, P• 40). 
Federman's volume is a series of essays about contemporary fiction 
and the criticism of it. 
NOTES TO CHAP!'ER IV 
1see the discussion of the reaffirmation of the right of 
invention in the Spanish-American novel in Chapter 12, "The 
Years of the Reaffirmation of Fiction", by Johns. Brushwood 
in The Spanish American Novel: A Twentieth Century Survev 
(Austin/London, University of Texas Press, 1975). 
2 
German Dario Carrillo suggests this definition of magical 
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realism in La narrativa de Gabriel Garcia Marquez (Madrid: F.ditorial 
Castalia, 1975). Other discussions on the subject include Angel 
Flores "Magical-Realism in Spanish-American Fiction," Hispa.nia, 
XXXVIII (1955), 157-192; Luis Leal ''El realismo magi.co en la 
literatura hispanoamericana," Cuadernos Americanos, rio. 4 (julio-
agosto 1967), 2J0-2J5; and Enrique Anderson-Imbert "Magical Realism 
in Spanish-American Fiction," The International Fiction Review, 
II, no. l (January 1975), 1-8. 
)All references to Genette in this chapter deal specifically 
with the ideas developed in a 200 page analysis of Proust's 
A la Recherche du temps perdu titled ''Discours du recit" which 
appears in Figures III (Faris: Seuil, 1972). In the introduction 
Genette suggests the possibility of considering a story on the 
basis of the expansion of a verb. For example, Genette notes that 
in the Odvssev the verb would be ''Ulysses returns to Ithaca" and 
for Recherche "Marcel becomes a writer". 
4Genette defines histoire as the signified or narrative 
content ("le signifie ou contenu naxratif" p. 72). It is the 
anecdote at its most simp~e level. The signifier is the recit, 
or the transformed anecdote as it actually appears in the text. 
5 Once the idea of the nuclear verb is accepted, it is pos-
sible to analyze the discourse of a naxrative according to the 
categories of the grammar of the verb ("Ceci nous autorise peut-
etre a organiser, ou du moins a formuler des problems d'analyse 
du discours naxratif selon des categories empruntees a la 
grammaire du verbe" p. 75). The three most general categories 
of this analysis are temps, and (pp. 75-76). Temps 
studies the relationship between the basic anecdote and the 
real discourse as it appears in the text (ou s'exprime le rapport 
entre le temps de l'histoire e celui du discours" p. 74). 
deals with the problem of "representation" in the naxrative; the 
forms and degrees of regulating the information of the text 
(p. 75), deals with the relationship between verbal action 
and its subject (p. 76). ''Discours du recit" has five chapters. 
The first three chapters deal with the problems of temps:~. 
duration, and freguence. The fourth deals with~ and the fifth 
~. two terms to be defined more precisely in terms of literary 
analysis later in this study. 
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6Analepse is defined as moving back in time from the "present" 
of the narrative. ("tout evocation apres coup d 'un evenement 
anterieur au point de l'histoire OU l'on se trouve" p. 82). 
?Gustavo Alvarez Gardeazabal, El bazar de los idiotas (Bogota: 
Plaza y Janes, 1974) p. 7, Subsequent quotations are from this 
edition and are noted in the text. 
8rreguence, in its most simple terms, considers the re-
lationship between how many times something happens and how 
many times it actually appears in the text. 
9 Prolepse ls moving forward in time ("toute manoeuvre nar-
rative conslstant a raconter OU evoquer d'avance un evenement 
ulterleur" p. 82). 
10 
Other examples can be found on pages 49, 52, 66, 85, 92, 
101, 119, 121, and 227. 
11"u hr -ne anac onle peut se porter, dans le passe ou dans 
l'avenlr, plus ou moins loin du moment "present", c'est-a.-dlre 
du moment de l'hlstolre OU le redi; s'est interrompu pour lul 
faire place: nous appellerons portee de l'anachronle cette 
distance temporelle" (p. 89). 
12Amplltude ls a measurement of the length of the portee: 
"Elle (portee) peut aussl couvrlr elle-meme un duree d 'hlstolre 
plus ou moins longue: c'est ce que nous appellerons son amplitude" 
(p. 89). 
13Narratlon ls defined as the narrative situation in 
the introduction, and used as such later in the text: ("l'act 
narratlf producteur et, par extension, l'ensemble de la situation 
reelle ou fictive dans laquelle il prend place" (p. 72) • 
14since narration is the basic narrative situation, it in-
volves what has traditionally been called "narrative point of 
view". Genette divides this general problem into two problems: 
24J 
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who is seeing and who is speaking. It should be noted, however, 
that such a statement is a simplification in the sense that Genette 
is not merely attempting to establish. identities (~, but 
rather, expands the "seeing" as one problem to be analyzed in 
detail, and the "speaking" as another. He establishes the basic 
dichotomy as follows: 
Toutefois, la plupart des travaux theoriques sur ce 
sujet suffrent a mons sens d'une facheuse confusion 
entre ce que j'appelle lei mode et voix, c'est-a-dire 
entre la question guel est ~rsoruiige dont le point 
de vue oriente la Perspective narrative? et cette question 
tout autre: gui est le narrateur?-- ou, pour parler plus 
vite, entre la question qui _ygll? et la question gui parle? 
(p. 203, all emphases are Genette's) 
Genette agrees with Brooks and Warren's idea of distinguishing be-
tween "focus of narration" and "point of view". Genette points to 
the confusion of Stanzel's system, however, for not having made 
the distinction between what is really point of view and the other 
problem, the position of the narrator as present or absent from 
the story. Genette demonstrates the same confusion in Friedman's 
eight-point system. 
l~he definition of the novel as "extradiegetique-hetero-
diegetique" is considering two problems of ~. The first problem 
is the narrative level: a first-degree level is a case in which 
the narrator within the story tells the story (and from here, of 
course, we enter the possibilities of metafiction, which Genette 
calls "meta-diegetique" in level). The second problem is the 
position of the narrator as being present or absent from the 
story, from the action itself. There are four basic possibili-
ties: 1) extradiegetigue-heterodiegetigue: (Homer), narrator in 
narrator in first degree who tells a story from which he is 
absent; 2) extradiegetigu~-homodiegetigue1 (Gil Blas) narrator 
in first degree who tells his own story; J) intradiegetigue-
heterodiegetique (Scheherazade), narrator in second degree who 
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tells stories from which she is generally absent; 4) intradiegetigue-
homodiegetigue (Ulysses in Books IX-XII), narrator in second degree 
who tells his own story, 
16 These are my terms, not Genette's. I have chosen to invent 
them because I think they are important factors in this particular 
novel, 
17Paralipse is defined as limiting information, In the 
classical use of this technique, the narrator holds back infor-
mation purposely (p, 211). 
lSThe last section of ''Discours du reel t", the analysis of 
!2!!_, is divided into three parts. The first two parts consider 
the relationship between the narrator and the story, First, 
temps de la narration, or the relationship in terms of time 
(where does the narrator stand temporally in relationship 
to the action-- before, after, or simultaneous). Second, niveau 
narratif, the already discussed degrees (see footnote #14), The 
third, personne, deals with the relationship between the narrator, 
the narrataire and the story (p, 227), 
19Genette offers three general possibilities for the re-
lationship of the narrator and the story in terms of t1me1 
1) ulterieure (the classical position of the story in the past); 
2) anterieure (predictive story, generally in the future); 
J) simultanee (story in the present of the action). 
20There are certain-indications of what Genette would 
ca.11 alterations from this basic question. The narrator says 
things like ta.J. vez and dizgue or dicen gue that make him part 
of the story in the sense that he must have heard these things. 
21Genette delineates five basic functions of the narrator: 
fonction narrative, 2) fonction de regie, J) fonction de com-
munication, 4) fonction testimoniale, 5) fonction ideologigue. 
In the case of having a fonction testimoniale, the narrator ob-
serves and indicates the sources of his information or the 
degree of precision of his memories (p. 262). 
22Genette defines the fonction narrative as the one that 
concerns histoire (p. 261). 
23see Genette, pp. 261-262. 
24 The exception is Marcianita, who does remember. Just as 
the narrator organizes and controls the narrative (having re-
membered), Marcianita seemingly is in control of Tulua. as the 
one person who does remember. The miracles that result in 
Tulua.'s disaster are Marcianita's revenge, Whereas the people 
of Tulua. are often confused, easily persuaded, and forgetful, 
Marcianita is always conscious of the reality that surrounds 
her, Before she is born she has her origins stamped on her 
memory, as the narrator explains: 
En ese momento dona Manuela se sento en SU 
silla de mimbre f meciendose suavemente fue 
entrando en el tetrico es~o en ~ue nadi~ 
la vio, pero que ella jamas olvido y grabo 
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bien en la me~te de su hija por nacer para que 
pasados los anos, olvidadas las circunstancias, 
ella y sola_ella, ~iera darse el lujo que hoy 
tal vez esta dando, (p. 27) 
25see Henri Bergson, Larisa (Buenos Aires1 Editorial Losada, 
1962) p. lJ. 
26 Bergson states: ''Es comico todo incidente que atrae 
nuestra atencion sobre la parte fisica de una persona cuando 
nos ocupabamos de su aspecto moral". Larisa, p, 44. 
27Ge t I -net es example of the fonction ideologigue is the 
narrator in Balzac who enters directly into the narrative to 
moralize (p. 26J). 
28see the introduction to Pour une sociologie du roman 
by Lucien Goldmann. (In Spanish, Para una sociolog{a de la 
novela, Madrid1 Editorial Ciencia Nueva, 1967,) 
29The highly anecdotal content of El bazar de los idiotas 
is an important factor, in my opinion, of the applicability of 
an organization such as Genette's for textual analysis, since 
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such an organization is to a large extent (although not exclusively) 
based on conventional narrative traditions (i.e. up to Flaubert). 
It is important to note, however, that the analysis of El bazar 
de los idiotas has been based not only on an application of his 
principles, but also to a certain extent using these principles 
as a point of departure. This fact seems to be an observation 
on both the experience of El bazar de las idiotas and the use-
fulness of a system such as ''Discours du reci t". lle note, for 
example, that the presence of a narrateur de regie is important 
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to the experience of El bazar de los idiotas, both in terms of 
the novel's structural ~ity and even as a theme (of memory), but 
not in the "true" sense of the classical narrateur de regie that 
Genette describes. The same holds true for paralepse and paralipse. 
When the narrator provides more information than is necessary, 
Genette defines this as paralepse. His example is the classical 
paralepse of the nineteenth century narrator who explains what 
the reader could probably deduce. Alvarez Gardeazabal does use 
paralepse, but the experience is different, such as in the case 
of providing more detail than is necessary, for humorous effects. 
Genette uses paralipse, on the other hand, for the classical 
technique of witholding information, Alvarez Gardeazabal does 
use pa.ralipse in this classical sense {we do not know why, for 
example, everyone must go to the idiots, until relatively late 
1n the novel), but much more significantly, he also limits in-
formation about Tulua in order to create the special relationship 
discussed between the narrator, narrataire and the story, 
FOOTNOTES TO CHAPI'ER V 
1Genette defines histoire as the signified or narrative 
content ("le signifie OU contenu narratif" p. 72). It is the 
anecdote at its most simple level. The signifier is the reci t, 
or the transformed anecdote as it actually appears in the text. 
Figures III {Parisi Seuil, 1972). 
2Gabriel Garcia Marquez, El otono del patriarca (Buenos 
Aires: Editorial Sudamericana, 1975) p. 8. Subsequent quotations 
are from this edition and are noted in the text. 
3I use the terms "aperture" and "opening" identically in 
this chapter. I have de:f'ined the structure as a system of 
"progressive apertures", and will often use the term "opening" 
in the description of this structure. 
4 -Jose Miguel Oviedo points out the fact that the sentences 
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become progressively more lengthy in "Garcia Marquez: La novela 
como taumaturgia," The American Hispanist, I, no. 2 (October 1975), 
4-9. 
5seymour Menton establishes the importance of narrative 
point of view in "Ver para no creer: El otono del pa.triarca," 
Caribe, I, no. l {primavera 1976), 7-27. 
6 Menton notes the importance of "ver" in the article cited 
above. 
7Eric Neumann, The Great Mother (New York, Pantheon Books 
Inc., 1955) p. 24, Subsequent quotations are from this edition 
and are noted in the text. 
NOTES TO CHAPl'ER VI 
1Alberto Duque Lopez, Mateo el flautista (Bogota, Lerner, 
1968) p, 28. Subsequent quotations are from this edition and 
are noted in the text. 
2Jose Stevenson, Los anos de la asfixia (Buenos Aires: Editorial 
Losada, 1969) p. 20. Subsequent quotations are from this edition 
and are noted in the text. 
JBenhur Sanchez Suarez, La solterona (Neiva: Imprenta 
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Depa.rtamental, 1969) p, 109, 
4 -Alba.lucia Angel, Los girasoles en invierno (Bogota1 Editorial 
Linotipia Bolivar, 1970) p. 16J. Subsequent quotations are from 
this edition and are noted 1n the text. 
5see the review of this novel by Isis Quinteros 1n Chasgui, 
(May 1975), 70-74, 
6Hector Sanchez, Las maniobras (Mexico1 Joaquin Mortiz, 
1969) p. 78, 
7see the Conclusion to The Spanish-American Novel: A Twentieth 
Century Survey by Johns. Brushwood (Austin/London1 University 
of Texas Press, 1975), 
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